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INTRODUCTION 
From the sixteenth through the eighteenth cen-
tury, the family name of 11BACH 11 was synonymous with 
music in central and northern Germany. 'Nhile many 
members of this family achieved widespread recogni-
tion d~tring their life-times, others were known only 
in the immediate area of their activity. Among the 
latter is Johann Ludwig Bach, the most gifted repre-
sentative of the 1.\rleiningen branch of the family. 
There are approximately thirty-five compositions 
bearing his name which have been preserved. Except 
for a single instrumental suite, they all belong to 
the vocal repertoire. Even though this dissertation 
is concerned only with the sacred cantatas, the auth-
or has traced most of the existing compositions to 
their present locations. 
The seventeen liturgical cantatas, preserved in 
the handwriting of Johann Sebastian Bach, were, prior 
to World War II, in the possession of the Preussische 
Staatsbibliothek, now known as Deutsche Staatsbiblio-
thek, in Berlin. Thirteen of these cantatas are still 
there; four, however, are now in the Westdeutsche 
Bibliothek in lVIarburg.l The 11 Trauermu.sik, 11 too, is in 
1. They are: 11 Siehe, ich will meinen Engel senden," 
"Der Herr wird ein Neues im Lande erschaffen," "Die 
Weisheit kommt nicht in eine bosshafte Seele," and 
"Durch sein Erkenntnis." 
l 
the Marburg library. 
A secular "Festival - Cantata" was, prior to 
World War II, in the possession of the Herzogliche 
Oeffentliche Bibliothek in Meiningen.1 Its present 
location could not be ascertained. 
Three motets, formerly in the library of the 
Singakademie, Berlin, are among numerous manuscripts 
which were moved during the war to Silesia for safe-
keeping. They are now in Polish possession. 
Eleven motets, formerly in the library of the 
Joachimsthaler Gymnasium and the Amalien Bibliothek, 
are now in Templin/Mark in East Germany. 
An unspecified number of motets, now in the lib-
rary in Tubingen, were, previous to World War II, 
listed among the possessions of the Deutsche Staats-
bibliothek. 
The manuscript of the "Suite in G-Dur" is still 
in t he Berlin library. 
The only compositions published, up to this 
date, are the motet, 11Uns ist ein Kind geboren, 11 
edited by Moser and published by Kistner and Siegel, 
1. Scored for Soprano and Alto Solo, 2 Solo Vio-
lins, 2 Oboes, strings, Continuo, 2 Clarini, and 
Tympano. See: MUhlfeld, Christian. Die herzogliche 
Hofkapelle ~ Meiningen. Neue Beitrage zur Geschichte 
deutschen Altertums, 23. Lieferung. Meiningen: Bruckner 
& Renner, 1910, page 96. 
ii 
Leipzig, 1930; and the "Overture - Suite in G-Dur" 
for 2 Violins, Viola, 'Cello, Harpsichord, and Bass 
ad. lib., edited by Wilhelm Friedrich, published by 
Universal Edition, Wien, 1939. Excerpts from the 
11 Trauerrnusik 11 and the motet, 11 Gott sey uns gnadig," 
are included in Karl Geiringer's Music of the Bach 
Family - An Anthology, published by the Harvard 
University Press, Cambridge, Massachusetts, 1955. 
They were recorded as part of the Anthology record 
album and released by Boston Records in 1956. 
A manuscript copy of four of the seventeen lit-
urgical cantatas, dating from approximately the turn 
of this century, is owned by the Library of Congress, 
Washington, D. C. The copyist is not known, but a 
statement on the manuscript ascertains that the 
transcription was made in the Berlin library. These 
four cantatas are: 
"Darum saet euch Gerechtigkeit" 
11 Ich will ihnen einen einigen Hirten" 
11Mache dich auf 11 
11Ja, rnir hastu Arbeit gemacht" 
In comparing these copies with the original manu-
scripts, it is interesting to note that the unknown 
copyist had just as many difficulties in deciphering 
Johann Sebastian's handwriting as did this author. 
No comprehensive study of Johann Ludwig's life 
and work has so far been made. Philipp Spitta was 
iii 
the first to discuss his music. In his book, Johann 
Sebastian Bach, 1 he devotes twelve pages to Johann 
Ludwig's music but concentrates on the motets. Johann 
Ludwig's life is passed over in a few paragraphs. 
Fritz Treiber studied the cantatas in connection with 
a doctoral dissertation, a condensation of which was 
published in Heft 2, Jahrgang 2, of the Archiev fur 
Musikforschung, 1937, under the title "Die thurin-
gisch-sachsische Kirchenkantate zur Zeit des jungen 
J. S. Bach (1700-1723)." Again the study was only 
superficial, and the conclusions reached were of a 
general nature. In The Bach Family: Seven Generations 
of Creative Genius, by Karl Geiringer, 2 a very compre-
hensive coverage of Johann Ludwig's life is found; 
however, the format of the book allowed only a gene-
ralized discussion of the music. All other references 
to the composer, which appear in numerous works on 
Johann Sebastian (e.g., Albert Schweitzer, Charles San-
ford Terry, and Johann Nikolaus Forkel), are inconclu-
sive, vague, and valueless as far as information about 
his music is concerned. In spite of the availability 
1. Spitta, Philipp. Johann Sebastian Bach. Trans-
lated by Clara Bell and J. A. Fuller-Maitland, Vol. 1, 
New York: Dover Publications, Inc., 1951. 
2. Geiringer, Karl. The Bach Family: Seven.Gene~a­
tions of Creative Genius, New York: Oxford Un~vers~ty 
Press,l954-. 
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of the manuscripts, the music of Johann Ludwig Bach 
is still generally unknown to the musical world of 
today, and its place within the development of the 
Baro~ue vocal music is still undetermined. 
The writer was, therefore, more than interested 
when Dr. Karl Geiringer, Chairman of Graduate Studies 
in Music, Boston University, suggested an investiga-
tion of Johann Ludwig's sacred cantatas as the topic 
for a doctoral dissertation. His kind loan of seve-
ral microfilms of cantata manuscripts facilitated 
their transcription into modern scores and allowed 
the author to check the scores and parts for incon-
sistencies and deviations. Four cantatas, which 
were not in Dr. Geiringer's possession and were not 
mentioned in his Bach Family, were obtained from the 
Westdeutsche Bibliothek in Marburg.1 
After transcribing and carefully checking the 
manuscripts, a detailed analysis was made of each in-
dividual number within the seventeen liturgical can-
tatas and the 11Trauermusik . 11 Texts were traced to 
their sources, as far as possible, and all chorale 
melodies used were identified wherever possible. 
Numerous works of contemporary, as well as ear-
lier, · composers and cantatas of Johann Sebastian 
1. See page i, footnote 1. 
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dating from his earlier periods were examined for 
the purposes of establishing stylistic and textual 
similarities, forming an opinion about the develop-
ment of the cantata as a musical form, and estab-
lishing the position of Johann Ludwig within this 
development. 
Numerous literary works, dating back to the 
early eighteenth century, containing references to 
Johann Ludwi g 's life were examined. The most inform-
ative works were: Hymnopoeographia, Vollune 4, by 
Johann Casper Wetzel, Herrnstadt: publisher unknown, 
1728; Mitteilungen aus dem Leben der Herzoge zu 
Sachsen - Meiningen, by Ludwig Bechstein, Halle, 
publisher unknown, 1856; Die herzogliche Hofkapelle 
~ lVIeiningen, by Christian Mi..ihlfeld, Neue Beitrage 
zur Geschichte deutschen Altertums, 23. Lieferung, 
Meiningen: BrUckner und Renner, 1910; Ba ch Urkunden, 
edited by Max Schneider, Neue Bachgesellschaft, J ahr-
gang XVIII, Heft 3, Leipzig, 1917; Genealogie der 
Musikalisch-Bachischen Familie, by Joseph MUller-
Blattau, Kassel: Barenreiter Verlag , publication date 
unknovm ; 11 Die thuringisch-sachsieche Kirchenkantate 
zur Zeit des jungen J. S. Bach (1700-1723)," a con-
densation of a doctoral dissertation by Fritz Treiber, 
published in Heft 2, Jahrgang 2, of the Archiv fur 
Musikforschung, 1937; Johann Sebastian Bach, by 
Philipp Spitta, translated by Clara Bell and J. A. 
Fuller-Maitland, Volume 1, New York: Dover Publica-
tions, Inc., 1951; and The Bach Family: Seven Gene-
rations of Creative Genius, by Karl Geiringer, New 
York: Oxford University Press, 1954. Numerous oth-
er books yielded fragmentary information which 
vii 
helped to complete the picture. Many books pertain-
ing to performance, orchestration, tuning, and gene-
ral musical practices of the time, were also consulted. 
The findings resulting from this research, and 
from the analysis of the music itself, will be pre-
sented in this dissertation. The author has attempted 
to be objective at all times and to avoid any inter-
pretive value judgements. In the transcribed manu-
scripts, mistakes or discrepancies in parts are not 
corrected but are pointed out and discussed in foot-
notes. Every care was taken to present to the reader 
a picture as true to the original as possible. 
At the completion of this most rewarding study, 
the author would like to express her sincerest appre-
ciation of the assistance rendered her by her father, 
Dr. Werner Jaff e, who tirelessly checked data and 
reference works for her in Germany and procured seve-
ral valuable microfilms of otherwise unavailable mat-
erials. Her thanks go also to Mrs. Elizabeth S. Dallas, 
Editor of the Boston University Graduate Journal, for 
her help in editing this manuscript, in typing the 
finished copy, and in assisting the author with 
the research in the manuscript collection of the 
Library of Congress, Washington, D. C. 
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Chapter I 
THE SACRED CANTATA IN NORTH AND CENTRAL GERMANY 
Before Johann Ludwig Bach 
Protestant church music of the early and middle 
baroque was inextricably interwoven with the reli-
gious struggles then raging in Germany. The rift be-
tween the Catholic south and the Protestant north was 
deepened by the Thirty-Years War and resulted in oppo-
site stylistic and formal developments of liturgical 
music. The wave of Italian influence in the first 
half of the seventeenth century was felt and assimi-
lated most deeply in the Catholic parts of the coun-
try. Here the composers adopted the new style without 
major changes, while in the north the new concertato 
style clashed with the most precious Lutheran heritage, 
the chorale. Faced with the task of fusing these two 
elements into a harmonious whole, Protestant composers 
created the chorale motet and the chorale concertato. 
Due to the Lutheran concept of exegesis as the 
foundation of the liturgy, Protestant church music 
served to interpret the "word" of the gospel. This 
could be done in two ways: the word could be objec-
tively "presented" by a chorale cantus firmus composi-
tion or it could be "interpreted" by a free concertato 
1 
setting. 
The chorale motet continued the polyphonic 
cantus firmus style of the Renaissance. The cho-
rale melody would appear either intact in alter-
nating voices against motives derived from it, or 
it would pervade the contrapuntal interplay of all 
voices. In his Musae Sioniae (1601) 1 , Michael 
Praetorius (1571-1621) offers some twelve hundred 
chorale settings ranging from simple four-part 
harmonizations to polychoral arrangements, from 
~ cappella compositions to those with instrumental 
accompaniment. In the Psalmen und kirchliche Ge-
sang (1607) 2 , Hans Leo Hassler (1565-1612) lets 
all voices participate e~ually in the melodic con-
tours of the chorale. Samuel Scheidt (1587-1654), 
in his Cantiones Sacrae (1620)3, sets each verse 
of the chorale in a different manner, thus arriv-
ing at a series of contrapuntal variations which 
became a model for the later chorale cantata. 
1. Praetorius, Michael. Musae Sioniae. Werke, 
Band 1-9, Rudolf Gerber, Editor, Wolfenouttel-Berlin: 
Georg Kallmeyer Verlag, 1928, 1929, 1937. 
2. Bukofzer, Ma.nf'red F. Music in the Baro~ue Era. 
New York: W. W. Norton & Co., 1947; page 84. 
3. Scheidt, Samuel. Cantiones Sacrae. Werke, Band 4, 
Gottlieb Harms and Christhard Mahrenholz, Editors, 
Hamburg: Ugrino Verlag, 1933. 
2 
In contrast to the somewhat conservative chorale 
motet, the chorale concertato showed its progressive 
style in the use of the continuo which, while op-
tional in the chorale motet, became indispensable in 
the chorale concertato. In the Musae Sioniae, Prae-
torius' experiments with the continuo are still fee-
ble and insignificant; in the Polyhymnia Caduceatrix 
(1619)1 , however, we find brilliantly executed~­
certato settings for many-voiced choruses and instru-
mental ensembles and lively gorgia passages for the 
soloists. 
As long as the chorale exercised its formal and 
expressive restraint on the composers' imagination, 
a true representation of the words was not possible. 
It is in the few-voiced concertato, which breaks the 
chorale cantus firmus into fragments, treats these 
sectionally, and adds contrasting motives and vari-
ous rhythms, t hat the composer's subjective interpre-
tation of -tihe text was made possible. The first to 
adopt this manner of treatment was Johann Hermann 
Schein (1586-1630), in his Qpella Nova2 or Geist-
3 
1. Praetorius, Michael. Polyhymnia Caduceatrix et 
Panegyria. Werke, Band 17a, 17b, Friedrich Blume, EUitor, 
Wolfenbtittel-Berlin: Georg Kallmeyer Verlag, 1930, 1933. 
2. Schein, Johann Herman. Opella Nova. Samtliche 
Werke, Band 5, 6, 7, Arthur Prtifer, Editor, Leipzig: 
Brei t1copf & Hartel, 1914, 1919, 19 23. 
liche Konzerte (1618 and 1626). This is also the 
first time that the term Geistliche Konzerte ap-
peared in German music. In the first volume of 
Opella Nova, all pieces are settings of chorale 
texts for the whole church year with most of their 
melodies retained; in the second volume, any re-
lationship between chorale text and chorale melo-
dy is often completely absent -the text is usu-
ally set freely. In his monodic settings, Schein 
is indebted to Italian models, especially Monte-
verde's duet style of alternating vocal and instru-
mental sections and his rhythmic and melodic flexi-
bility in the vocal lines, which enabled the solo 
voice to present both the chorale and its interpre-
tation simultaneously. 
The development of the chorale concertato into 
the chorale cantata led to a combination of various 
media of the chorale concertato -the many-voiced, 
the few-voiced, and the monodic -into a single 
multipartite composition in which vocal and instru-
mental, solo, and choral sections alternated. The 
single verses of a chorale could now be set in dif-
ferent ways: as solos, as duets, or as choruses, 
with instrumental accompaniment or without. In 
northern Germany this development centered around 
Tunder, Weckmann, Buxtehude, and Bernhard; in cen-
4 
tral Germany it centered around Hammerschmidt Able 
' ' 
and Briegel. Heinrich Schutz has often been includ-
ed among the early composers of chorale cantatas, 
but it is in his stylistic influence on his pupil, 
Weckmann, and on Tunder, that he contributes most to 
the development of the new form. 
Franz Tunder (1614-1667) wrote primarily in 
the many-voiced medium. He preferred five or more 
voices with string orchestra. His texts are both 
Latin and Gennan. In the majority of Tunder's cho-
rale settings, each verse is treated differently. 
In this respect he falls back on the series of vari-
ations as employed by Scheidt, while in his t r eat-
ment of the chorale melody he follows Schein. A 
chorale melody is rarely kept intact in the cantus 
firmus manner; usually it is broken into several 
sections, each of which can appear in the various 
voices. Instrumental introductions ranging from a 
few measures to complete 11 Sinfonias 11 are common; 
instrumental codas are rare. In the choruses, poly-
phony and homophony alternate, as do solo and tutti 
passages. Occasionally, thematic material is trans-
ferred from the instnunents to the voice, but there 
is no true thematic relationship between these two 
ensembles. 
5 
"Wend ab deinen Zorn, lieber Herr 111 can serve 
as a good example of Tunder's treatment of the cho-
rale. Scored for six voices (Soprano land 2, Alto, 
Tenor land 2, Bass) and six instruments ( 11 4 viole e 
doppiata, violone e continuo"), the six verses of 
the chorale are set as follows: 
Verse l: after seven and one-half measures of in-
strumental introduction, the Soprano sings 
a free variation on the chorale melody. 
Verse 2: a duet between Tenor l and Tenor 2 with 
continuo only, utilizing motives derived 
from the chorale melody. 
Verse 3: a choral fugato with instrumental accom-
paniment. 
Verse 4: Soprano l and 2 and Alto with continuo in 
free polyphony. 
Verse 5: Bass solo with instrumental accompaniment 
similar in character to Verse l. 
Verse 6: chorus and instruments. There is a clear 
division into two sections -the first 
consisting of alternating vocal solo and 
tutti passages and the second using entrance 
imitation between voices and instruments in 
1. Tunder, Franz. Gesangwerke. Denkmaler der 
deutschen Tonkunst, l. Folge, Band 3, Leipzig: Breit-
kopf & Hartel, 1900. 
6 
a £ugato setting. 
Word-painting is kept to a minimum in this parti-
cular work: in others, it is used more extensively. 
Change o£ metre within a section can be £ound in 
varying degrees. 
~futthias Weckmann (1621-1674) is much freer 
in his use of the chorale melody than Tunder. Very 
often only an opening phrase or first line of the 
melody is used or replaced completely by composed 
motives derived from the general structure of the 
chorale. He wrote for various numbers of voices 
ranging from three to nine; in some compositions 
soli are employed, and in others a chorus is used 
throughout. Weckmann's instrumental ensembles con-
sist primarily of strings, but occasionally winds 
are added, as in "Es erhub sich ein Streit," where 
three trombones are required. 
Instrumental introductions, usually in the 
form of extensive 11 Sinfonias," are the rule. Some 
cantatas, however, begin at once with the entrance 
of the voices (e.g., "Wenn der Herr die Gefangenen 
zu Zion"). Both Tunder and Weckmann employ imi ta-
t ion, but never do they write strict choral fugues. 
Transfer of thematic material from instruments to 
voices is quite common in Weckmann. His word-
painting is much more definite and more freely used 
7 
than Tunder's; chromaticism plays an important part 
in the setting of such words as "Qual," "Tranen," 
and "Tod. 111 
Weckmann's treatment of the text is similar to 
his usage of the chorale melody which becomes a 
source of thematic materials rather than appearing 
as a literal presentation. Vfuile the chorale text 
is still rendered in simple four-paxt harmony at 
the end of a composition, the preceding numbers do 
not always adhere to it. Frequently settings of 
Bible verses, corresponding in mood and content to 
that of the chorale, are substituted. 
A similar use of Bible and chorale verses is 
found in the cantatas of Christoph Bernhard (1627-
1692).2 His musical settings are very much like 
those of Weckmann, ranging from two to ten voices 
with strings as the most common instrumental en-
semble. In larger works, such as the two-chorus 
composition, "Herr, nun lassest du deinen Diener 
in Frieden fahren," the strings belong to the first 
chorus and are treated as an independent body; 
while in chorus two the Sopranos are doubled by 
1. Weckmann, Matthias und Bernhard, Christoph. 
Solokantaten und Chorwerke. Denkmaler der deutschen . 
Tonkunst, l. Folge, Band 6, Leipzig: Breitkopf & 
Hartel, 1906. 
2. ibid. 
8 
cornets, and the Alto, Tenor, and Bass are doubled 
by trombones "ad. lib." In the cantatas of Tunder, 
Weckmann, and Bernhard, the organ is, of course, 
the reguJa r continuo inst:rument. 
Bernhard genera lly opens his cantatas with a 
lengthy 11 Sinfonia." When the voices enter, they 
frequently use part of the opening theme as stated 
by the instruments. Vocal imitations of the motet 
type are a favorite device, especially when smaller 
groups are used as in the duet, "Gott gab herz-
brennende Begier," from "Herr, nun lassest du deinen 
Diener in Frieden fahren," which employs two sopra-
nos and strings. 
A very powerful contribution to the stylistic 
development of the chorale cantata as found in Tun-
der, Weckmann, and Bernhard was made by Heinrich 
Schutz (1585-1672). As far as form and treatment of 
material are concerned, his Sinfoniae Sacrae (1629, 
1647, and 1650)1 and Kleine geistliche Konzerte 
(1639) 2 belong to the Italian School. The polychoral 
style, as in "Saul, Saul, was verfolgst du mich 11 
(Sinfoniae Sacrae III); the alternation between soli 
1. Schutz, Heinrich. Samtliche Werke. Vol. 18, Hein-
rich Spitta, Editor, Leipzig: Breitkopf & Hartel, 1927. 
2. Schutz, Heinrich. Samtliche Werke. Vol. 6, Philipp 
Spitta, Editor, Leipzig: Breitkopf & Hartel, 1887. 
9 
and tutti, as in 11 0 bone Jesu" (Kleine geistliche 
Konzerte); the strict declamation in the secco 
recitatives; the echo effects; and the frequent 
change of metre all reflect his studies with Gab-
rieli in Venice. Schutz's use of the chorale is 
shown in such sett ings as that of "Ich hab mein 
Sach Gott heimgestellt," which, although it is 
called an "aria," is actually a set of eighteen 
chorale variations on a ground bass. The chorale 
melody appears only in the first and last varia-
tions. 
It is in certain patterns of voice leading 
and word-painting that Schutz's influence on the 
three younger composers is most strongly felt. 
These patterns are: 
1) repetition of text passages with sequential 
settings: 
~~J JJI,.li II' J d.&>J I'J 
a. .,.._.t,lle ~e .. s" :1. 
10 
2) movement of voices corresponding to movement 
implied in the text: 
'all' J I I 
"" 
V I. T 
* 
-I' T 
3) melismatic settings for all words pertaining 
to 11 joy, 11 "life," "happiness," "praise, 11 and 
"celebration": 
frt&;J ---------- --
4) chromatic alterations on words expressing "pain," 
"death, 11 "tears, " 11 sorrow, 11 and "hell 11 : 
5) stepwise progressions indicating movement: 
~e I ~~~ I r:· ~ t! ~e ~ b ., , 
clie ii+imM dt~ Htr .. rett 9th d 
These characteristics are not restricted to the 
North German School; they are equally present in 
works of central German composers who were familiar 
11 
with the Italian manner of composition and are 
used extensively in the cantatas of Johann Ludwig 
Bach. 
Dietrich Buxtehude (1637-1707) is, in age, 
contemporary with Johann Ludwig Bach, but in spir-
it he belongs to the era of Tunder and Weckmann. 
His cantatas belong to the old concertato type. 
They contain neither recitatives nor da capo arias; 
instead, he employs the strophic variation for solo 
and chorus and the vocal passacaglia. Occasion-
ally only a part of the chorale melody will be used, 
as in "Wachet auf, ruft uns die Stimme." At other 
times he used a chorale melody but superimposed a 
different text, as in "Wohin soll ich flieben," 
which sets these words to the melody of "Nun lasst 
uns den Leib begraben." 
In his choral sections, Buxtehude prefers the 
homophonic treatment with little thematic interchange 
between voices and instruments. Most frequently he 
writes for four, five, or six voices with string or-
chestra; but occasionally he adds winds, as in the 
powerful 11Alleluja." All of his cantatas have an in-
troductory 11 Sinfonia 11 or "Sonatau often consisting 
of a slow section i n duple metre followed by a fast 
section in triple metre (e.g., "Alles, was ihr tut"). 
Buxtehude's closest approach to a tripartite form is 
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in the use of the "Sonata" in the just mentioned 
work, which is repeated after the first chorus. 
In "Wohin soll ich fliehen" the use of metrical 
change for descriptive purposes is particularly 
clearly demonstrated: the lively ! of the Bass 
solo, "Kommt her zu mir," changes to a slow 3 at 
2 
the words "so werdet ihr Ruhe finden. 111 
In central Germany the influence of Schutz 
and the Italian style led t o, as well as away from, 
the chorale cantata. Andreas Hammerschmidt (1611-
1675) wrote in both the many-voiced and the mono-
die medium, with or without instruments. His 
Musikalische Andachten (part I, 1639, part II, 
1641, part III, 1642, part IV, 1646) are basic-
ally one-movement compositions using a single cho-
rale verse, but each line has a different setting . 
Parts I and II contain mostly pieces for one or 
more solo voices with continuo. The common contin-
uo instrument is the organ, even though Hammerschm~idt 
calls for "Spinet" on the title page. 2 There is fre-
1. Buxtehude, Dietrich. Abendmusiken und Kirchen-
kantaten. Denkmaler der deutschen Tonkunst, 1. Folge, 
Band 14, Leipzig: Breitkopf & Hartel, 1903. 
2. Hammerschmidt, Andreas. Ausgewahlte Werke. Denk-
maler der deutschen Tonkunst, Band XL, Hugo Leichten-
tritt, Editor, Leipzig: Breitkopf & Hartel, 1~10, 
page viii. 
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quent change of metre, especially at the end of a 
section where the usual ! is replaced by~· The 
same change can be observed in places where a som-
ber mood makes way for one of joy. Part III adds 
instruments to the solo voices. The favored com-
bination is that of two violins and continuo, but 
trumpets or bassoons may replace the violins. 
Part IV contains, among others, compositions for 
eight-part double chorus and for five-part chorus, 
three solo voices, and instruments. 
The Italian concerto grosso character is ap-
parent in such pieces as 11Ehre sei Gott in der 
Hohe 11 (Part IV), where no instruments are used; in-
stead of instruments, three solo voices (favoriti) 
alternate with a five-part chorus (cappella). An-
other favorite device of Hammerschmidt's is the 
echo, which, together with instrumental ritornelli 
between sections, shows the Italian influence on 
German musical thought. In 11 Siehe, wie fein und 
lieblich," a three-chorus composition, choruses 2 
and 3 are marked "echo," while chorus lis simply 
called 11 choro." In all pieces using instrumental 
groups, an opening 11 Sinfonia 11 can be found. 
Prior to the second half of the seventeenth 
century, the chorale or Bible text had always b e en 
considered inviolate. Hammerschmidt, however, breaks 
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with this tradition and begins to insert free pass-
ages, usually not more than one or two lines, of an 
explanatory or interpretive character. When the in-
tensity of a depicted scene or mood demands it, he 
repeats single phrases or whole text sections in a 
sequential development that shows the growing trend 
toward the subjective interpretation of a given text. 
Johann Rudolf Ahle (1625-1673) adhered more 
closely to the traditional chorale setting than did 
Hammerschmidt.1 In his chorale motets, as well as 
in his chorale cantatas, he used both chorale text 
and melody. If Bible verses are employed in the can-
tatas, the chorale melody is present as source for 
thematic material and is stated in a homophonic set-
ting at the end of the composition. The number of 
voices varies from three to eight; the instrumental 
ensembles may consist of strings only ("Merk auf, 
me in Herz") , strings and woodwinds ( 11 Ich habs gewagt 11 ), 
or winds only ( 11 Furchtet euch nicht" requires four 
bassoons). All cantatas open with a "Sinfonia, 11 
which may be repeated a:fter the :first or second vocal 
number or may serve as a thematic source for a new 
instrumental section in the middle of the work. The 
1. Ahle, Johann Rudolf. Ausgewahlte Gesangswerke. 
Denkmaler der deutschen Tonkunst, Band 5, Leipzig: 
Breitkopf & Hartel, 1901. 
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choral writing is primarily homophonic, with oc-
casional use of entrance imitation. Solos often 
have a recitative-like character if the text is 
of a narrative nature, but they are not true reci-
tatives. In his strict chorale settings, Ahle sets 
off the different verses by instrumental ritornelli 
in a manner similar to Hammerschmidt (e.g., "Tri-
umph, ihr Hirrunel freuet euch"). Ahle also wrote 
for vocal soli and tutti (favoriti and cappella) 
with thematic material moving freely from one to 
the other (e.g. , "Merk auf, me in Herz 11 ) • Certain 
stylistic features, as in the case of Schutz, can 
also be found in Ahle: 
1) sequential text repetition: 
~) £' c J I J r· b r I r r· 
' 
r r 
8 fur,~ ·~c~ tu'h 
"'""'+ 
y, ;/. 
2) stepwise progressions indicating movement: 
111 f ;: I J l + l I J J t J ; I d J = 
3) melismatic settings for words expressing joy and 
happiness: 
"F're~.t--------- ·---·---------
4) occasional change of metre. 
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The chorale compositions of Wolffgang Carl 
Briegel (1626-1712) belong much more to the old 
concertato type than do those of any of his con-
temporaries. His Musikalische Trost-Quelle 
(1679)1 contains a setting of Bible verses for 
each Sunday of the church year. The chorale is 
usually present in a homophonic setting at the 
end of each composition which consists of numer-
ous s ;hort sections. Each composition is written 
for four voices and two violins (with four vio-
lins ad. lib.) and generally opens with a short 
instrumental number marked 11 symph. 11 In the text, 
Bible verses alternate with interpretive passages; 
if the former is a solo the latter will be choral, 
or vice versa. The metre varies fre~uently from 
section to section, with ! being the most common 
3 3 3 in comparison with 2 , 4
, and 1 • The solos (always 
indicated as such) have an arioso-like character, 
while the choral sections are predominantly homo-
phonic. A certain amount of word-painting is no-
ticable, such as an ascending line on the word 
11 erhe bet. 11 $:J. t2IJ·l'r-' 
er- he ------- ,.,4-
1. Briegel, Wolffgang Carl. Musikalische Trost-
Quelle aus den gewohnlichen Fest - und Sonntags -
EVangelien. Darmstadt: Albrecht Otto Fabers, 1679. 
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At the Time of Johann Ludwig Bach 
Throughout the seventeenth century, north and 
central German church composers clung to the cho-
rale as an organizing factor and a source of text 
and melodic material for their liturgical composi-
tions. Examination of representative works of that 
time has shown a tendency toward a more individual-
istic interpretation of the gospel. Soon a desire 
made itself felt for texts more suitable for musi-
cal settings than the somewhat formalized language 
of the Bible. Parallel to this appeared a need for 
new musical forms capable of interpreting these 
texts. The need for the former was filled in 1700, 
when Erdmann Neumeister1 published his first col-
lection of Kirchen-Andachten; the need for the 
latter was filled with the acceptance of recita-
tives and arias in their various forms as developed 
in the Italian secular cantata and the opera. It 
is in Neumeister's publication that the term "can-
tata" is used for the first time in German music. 
In his cycle of cantata texts for the whole 
church year, Neumeister shifted the emphasis from 
1. Erdmann Neumeister (1671-1756) was deacon at 
the courts of Weissenfels and Sorau; from 1715 he 
was pastor at St. Jacobi in Hamburg. 
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the Biblical word to its poetic and edifying inter-
pretation. Whereas the early concertato and chorale 
cantata were based essentially on scripture or cho-
rale texts, freely composed paraphrases now either 
completely replace them or serve as poetic inser-
tions. This new type of text has often been improper-
ly called 11rna.drigalian 111. It was not, however, modeled 
after the madrigal poetry but after the forms of the 
Italian opera and secular cantata which gave the churvh 
cantata its name. In the preface to a collection of 
Kirchen-Andachten, printed in 1704, Neumeister de-
scribes his concept of the new cantata: 2 
•.• Soll ichs kurtzlich aussprechen, so sieht eine 
cantata nicht anders aus, als ein Stuck aus einer 
opera, von style recitative and Arien zusammen 
gesetzt ••• Jedoch auch, den Anfanger.n in der Poesie 
zu Dienste, von veyden ·etwas zu berUhren, so nim-
met man zum Recitative Jambische Verse. Je kurtzer 
aber, ie angenehmer, und ie bequemer sie zu com-
~onieren sind. Wie wohl auch in einem affectuOSen 
eriodo dann und wann ein oder ein paar Trochai-
sohe, wie nicht weniger Daotilische sich gar artig 
und nachdrucklich mit einschieben lassen ••• 
Was die Arien anbelanget, sollen selbige aus 
einer, zum meisten aus zweyen, sehr selten aus 
dreyen, Strophen bestehen, und allemahl einen 
affect, oder ein morale oder sonst etwas besonders 
in sich halten ••• Kan bey einer Aria das so genann-
te Capo, oder der Anfang derselben, am Ende in 
einen vollkomrnenen Sensu wiederholet werden, lasst 
es in der Music gar nette •.• 
1. Bukofzer. ££• cit. page 268 
2. Krieger, Johann Philipp. 21 Ausgewahlte Kirchen-
kompositionen. Denkmaler der deutschen TorikUnst, 1. 
Folge, Band 53-54, Leipzig: Breitkopf & Hartel, 1916, 
page LXXVI. 
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The adoption of the da capo aria, the recitative 
secco, and the recitative accompagnato represented the 
main change from the musical point of view. The dra-
matic element, which by Schutz centered in the recita-
tives and by the composers of chorale cantatas in the 
chorus, was now concentrated in the aria, while the 
recitative, as carrier of the action, was deprived of 
all melodic form. 
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The change from the chorale concertato through the 
chorale cantata to the new or Reform cantata, as Bukof-
zer calls it1 , did not take place abruptly. A gradual 
transition took place from about 1700 to 1720, beginning 
with Johann Philipp Krieger (1649-1725) and culminating 
in Johann Sebastian Bach (1685-1750). 
Krieger was the first to set Neumeister's texts. 2 
As a successful opera composer, he was extremely well 
suited to adapt the operatic forms of aria and recita-
tive to the church cantata. Unfortunately only a 
single composition resulting from this collaboration 
has been preserved - the cantata, "Die Welt kann den 
Geist der Wahrheit nicht empfangen." In this work a 
clear distinction is made between recitatives and 
arias, the former using the "parlando" style of the 
opera, the latter, though avoiding a strict ~ 
1. Bukofzer. ££· cit. page 269 
2. Krieger. ££. cit. 
capo form, utilizes the ~ "barcarole" type that was 
so popular with Italian opera composers. According 
to Treiber, this cantata is the first in which a 
true secco recitative is found.l 
Many of Krieger's cantatas belong to the chorale 
cantata form. For example, in "Ein feste Burg, 11 for 
four voices, two violins, three violas, bassoon, and 
continuo, the chorale melody alternately appears as 
cantus firmus in Soprano, Alto, Bass, and Tenor, 
while the other voices play around it in free poly-
phony. The traditional ritornelli appear before and 
between the verses. 
Among the twelve published cantatas of Friedrich 
Wilhelm Zachow (1663-1712) 2 are Reform cantatas as 
well as chorale cantatas (e.g., "Von Himmel kam der 
Engel Schar"). The new elements of form and style . 
stand side by side with the old: the new da capo aria 
is found next to the old strophic song or the ~ "bar-
carole" type as used by Schutz, homophonic choruses 
alternate with polyphoni c sections, and instrumental 
ensembles are used as both accompanying and concert-
izing bodies. Most of the Reform cantata character-
1. Treiber,££· cit., page 131. 
2. Zachow, Friedrich Wilhelm. Gesammelte Werke. 
Denkma1er der deutschen Tonkunst, 1. Fo1ge, Band 21/22, 
Leip zig: Breitkopf & Hartel, 1905. 
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istics are pres ent, however. They are: the prefer-
ence for the few-voiced chorus (Za chow favors five 
voices); the growing importance of homophonic writ-
ing ; the frequent answering of a fugal theme on the 
octave instead of on the fifth; the disregarding 
of the chorale which, if not completely absent, is 
used ohly in the final chorus; and, finally, the 
increased importance of symbolic 1Nord-painting. From 
the Italian School Zachow adopted the use of homo-
phonic chords, separated by rests, as introduction 
to the choral fugato (e. g ., "Das ist das ewi ge Leben"). 
The customary opening 11 Sinfonia 11 is only rarely used; 
Zachow's cantatas be gin either with a few measures 
of instrumental introduction (e. g ., "Dies ist der 
Tag 11 , 11 Ich bin sicher und erfreut," 11Das ist das 
ewi ge Leben") or with an immediate vocal entrance 
(e. g ., 11Es wird eine Rute aufgehen, 11 11Ich will rnich 
mit dir verloben"). The opening vocal number can 
either be a chorus or a solo. Transference of the-
matic material from inst~1ments to voices is cownon; 
the doubling of voices by instruments in the choral 
sections becomes more frequent than in the cantatas 
of earlier composers. Zachow's use of the da capo 
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aria in its true form is not as general as his use 
of an adaptation of the tripartite principle, in 
which an instrumental section A is repeated after 
an independent vocal section B, a form also found 
in the Weimar cantatas of Johann Sebastian Bach. 
The sacred solo cantatas of Friedrich Gottlieb 
Klingenberg (died 1720)1 , a pupil of Buxtehude, 
make greater use of the arioso and recitative secco 
than of a regular aria form. Instruments and voice 
share equally in the development of thematic mater-
ial; the somewhat instrumental vocal lines show the 
composer to be rooted in the organ music tradition. 
The chorale is left to the final number of the com-
position, usually unaltered in the voice with 
counterpoint in the accompanying instruments. En-
trance imitations between voice and instruments are 
frequent, but there are no strict imitations. Word-
painting is a regular stylistic feature, especially 
on words designating movement. 
t (;; J.; l 
1. Hochzeitsarien und Kantaten Stettiner Meister 
nach 1700. Das Erbe deutscher Musik, 2. Reihe, Heft 
l. Kassel: Barenreiter Verlag, 1937. 
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All the elements of the Reform cantata are 
concentrated and consistently fused into a well-
balanced whole in the seventeen liturgical canta-
tas of Johann Ludwig Bach (1677-1731). The num-
ber of voices is always four; the accompanying 
orchestra consists of strings -always two violins, 
viola, 'cello, and continuo -with an occasional 
addition of oboes or horns. The chorale is, if 
not completely missing, used only in the final cho-
rus. Some of the larger cantatas are divided into 
two parts, one for p erformance before the sermon, 
the second for performance after the sermon, in 
keeping with an early eighteenth century practice. 
The da capo aria is the rule, frequently with a 
solo violin or oboe obligato or with full orches- · 
tra a ccompaniment which, however, is usually dropped 
during the middle section. Occasionally a through-
composed aria, either in the form of a theme and 
variations or the tripartite form discussed under 
Zachow, can be found. The recitatives are rarely 
true secco; they contain short arioso passages. 
Whether a chorus is homophonic or polyphonic often 
depends on the text: if action, movement, or strong 
emotion is involved, or if the chorus represents the 
voice of the crowd in contrast to that of a narra-
tor (e. g ., "Siehe, ich will meinen Engel"), it will 
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be set polyphonically. If, however, the text is 
simple, narrative, or taken from a hymn, the set-
ting will probably be homophonic. Most of the 
latter are written in~ while the former are in 1· 
A change of mood within the text often results in 
a change of metre within one selection (e.g., cho-
rus "Verschmahe nicht 11 in 11 Der Herr wird ein Neues 
im Lande erschaffen 11 ). Alternating tutti and soli 
in the instrumental accompaniment are clearly marked 
(e.g., the opening bass solo in 11Durch sein Erkennt-
nis"). Great care is taken to indicate dynamics, 
phrasing, and tempi. Some of the features that are 
characteristic of the transitional period, such as 
fugal answers on the octave instead of the fifth, 
homophonic introductions and/or codas, and the con-
centration of the dramatic element in the aria, be-
gin to disappear. The fifth becomes again the com-
mon interval for the fugal answer, introductions and 
codas, when present, are mostly polyphonic and are 
frequently related thematically or are even literal 
repetitions, and the recitatives share equally with 
the aria in the development of dramatic content. 
The continuo is no longer just a harmonic background 
for the solo voice; imitation between voice and con-
tinuo becomes a well established practice in Johann 
Ludwig's recitatives. 
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In the treatment of melodic lines and the han-
dling of instruments and voices in general, the com-
poser's familiarity with the Italian manner of compo-
sition is clearly shown. There are: melodic sequences; 
~" E ~· f I a ~ I~~ ~· b I~ 
4 ei.-. sa..- +e .. .... ,1- -;, 
combinations of different rhythms and sectionalization 
according to textual divisions (e.g., "Wie lieblich 
sind auf den Bergen" first chorus, "Und ich will ihnen 
einen einigen Hi rten 11 1.1enor s ol o ); concer tizing instxu-
ment s ( e . g ., "Er ist aus der Angst," "Ich will mei-
nen Geist 11 ); homophonic tutti chords, separated by 
rests, as introduction to a fugal number (e.g., "Er 
mach et uns lebendig," "Ich will meinen Geist"); fre-
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quent use of strings in thirds; melismatic interruptions 
of a straight vocal line in a solo number; 
and imitation between two two-voice units. 
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I~ny of these features, of course, were not new. 
Some had been introduced by Schutz after his return 
from Italy; others had been standard devices in the 
music of South German composers. A brief examination 
of the works of Rupert Ignaz lVIayr (1646-1712)1, shows 
the same characteristics in his music for the Catholic 
church as are found in the cantatas that Johann Lud-
wig Bach wrote for the Lutheran service. There are: 
seq_uences; 
melismatic ornamentations, 
iol - - l:>e s - - - - - - - c e t 
Psalmodia 
Brevis IV 
sectionalization and change of metre vvi thin one num-
ber; concertizing instruments; imitation between two 
t wo-voice units; thematic interchange between voices 
and instruments; and many more. It is interesting to 
note how easily Protestant comp osers adopted the 
Italian manner of writing once they had broken away 
f r om the rigid and formal element of the chorale. 
1. Mayr, Rupert Ignaz. Aus gewahlte Kirchenrnusik. 
Da s Erbe deutscher Ivlusik, Landschaftsdenkmale Band 1, 
Braunschweig: Henry Litolff, 1936. 
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Chromaticism is very important in the tonal 
symbolism of Johann Ludwig Bach, especially in 
the expression of words pertaining to "death," 
"pain, " 11 sin, 11 "tears, 11 or 11 sorrow. 11 In this re-
spect he falls back on Schutz. Similarly, Johann 
Ludwig tends to set all words denoting "joy," 
"praise, 11 "happiness," or "heaven 11 in a melisma-
tic manner and expressions of movement in stepwise 
progressions. 
"I; '1/(tl di,... S~mtt- z e"' drtAt+" 
&nfte£P® IJDPilJ® 1111 !)]j If I 
Pre{~ ----------
t"'s+- - · ----------------·-- -------
There are no independent instrumental intro-
ductions to any of his cantatas, even though a few 
opening measures are at times called "sonata" (e.g., 
"Darum will ich auch erwahlen 11 ) or 11rittorn." (e.g., 
11Der Gottlosen Arbeit wird fehlen"). These instru-
mental openings range from four to twelve measures 
in length and often anticipate the thematic material 
of the voices. In many cases, however, the voice(s) 
will enter at once (e.g., "Die Weisheit kommt nicht 
in eine bosshafte Seele, 11 "Die mit Tranen sa en 11 ). 
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Fre~uently thematic material from an earlier 
number is carl~ied over into a later one to secure 
a feeling of unity, (e.g., "Ich aber tr ing," "Darum 
will ich auch erwB.hlen,"). Doublings between voices 
and instruments usually follow the pattern of Vio-
lin 2 - Soprano, Viola - Alto, Continuo - Bass with 
Violin 1, and Tenor not doubled. If oboes are used 
they either double the violins or appear as cancer-
tizing instruments; in the case of additional horns, 
they, too, usually have independent lines. 
The text of Johann Ludwi g Bach's cantat as are 
a curious mixture of Bible verses, hymn texts, and 
freely paraphrased passages. There is no indica-
tion of the compiler of these texts, it might have 
been Johann Ludwig himself or his patron, Duke 
Ernst Ludwig of Saxe-Meiningen, who is known to 
have written both words and music for two cantata 
cycles for the whole church year, which were per-
formed in the IVleiningen court chapel.1 In the treatment 
of the three different types of text, not much dis-
tinction is made. They are set for one or more solo 
voices as well as for chorus, the choice depend-
ing on the character of the topic involved. 
The largest work of Joharm Ludwig Bach, in 
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l. Wetzel, Johann Casper. Hymnopoeographia, Volume 4, 
Herrnstadt, publisher unkno~m, 1728. Page 119 
existance today, is the Trauermusik, which he wrote 
in 1724 on the death o:f Duke Ernst Ludwig and which 
was p er:formed at a memorial service on l\'Iarch 27, 
1725.1 This worlc is written :for double chorus, each 
with its individua l orchestra. It is the only compo-
sition in which he uses :flutes, oboes, clarini, and 
tympani in addition to the usual strings and in which 
the continuo consists o:f 1 cello, bassoon, and cembalo? 
The composition is in three parts, based on Psalm 116, 
verses 16-19, which are partly literally quoted and 
partly paraphrased. The t wo chorale settings use 
traditional texts. In the second part verses written 
by the Duke were used.3 According to Spitta, Johann 
Ludwig also availed himself' o:f the tune of an Air 
that Duke Ernst Ludwig had written.4 However, Wetzel 
states that the verses of the Duke's aria were to be 
sung to the tune of "Wer nur den lieben Gott lasst 
walten. 11 5 
The same stylistic :features are found in the 
Trauermusik that characterized the seventeen small 
l. Wetzel, 
.2£· cit., page 119. 
2. Cembalo is indicated in the manuscript as well 
as on the title pa ges of each part . 
3. cf. second title page of part I, page 
4. Spitta, 
.2£· cit., page 582. 
5. Wetzel, 
.££· cit., pa ge 119. 
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cantatas. There is a much deeper emotion present, 
however, and everything is developed on a much 
larger scale. The instrLunents, especially in the 
choral sections, double the voices more consistently 
and are used in a less concertizing manner. The 
chorale is again present as a final choral number. 
After Johann Ludwig Bach 
Christoph Graupner (1683-1760) belongs in spir-
it more to Krieger and Klingenberg than to Johann 
Ludwig Bach . The chorale is always prominent, eith-
er in a simple four-part setting or in the form of a 
chorale motet. His arias are for both solo voices 
and chorus, generally in the da capo form but often 
through-composed. The recitatives, secco as well as 
accompagnato, are declamatory without any arioso 
passages. There is no thematic relationship between 
the different sections. Word-painting is present in 
a modest manner. Some of the Italian practices, as 
cited under Zachow, can be found frequently. 1 
It is in Johann Sebastian Bach, Johann Ludwig's 
1. Graupner, Christoph. Ausgewahlte Kantaten. Delik-
maler der deutschen Tonkunst, 1. Folge, Band 51/52, 
Leipzig: Breitkopf & Hartel, 1926. 
31 
younger cousin, that the development of the can-
tata reaches its ultimate stage. Actually this 
development does not follow a straight line from 
the chorale concertato through the chorale cantata 
to the Reform cantata and then to J. s. Bach but 
moves, rather, in a spiral fashion, adding some-
thing new while returning to something old and re-
modeling it so that it becomes new again. In the 
cantatas of Johann Sebastian this movement is re-
fleeted in a narrow area. His early compositions, 
composed in Mlihlhausen, utilize the chorale concer-
tato with its multipartite vocal and instrumental 
ensembles but without any recitative passages. 
His arias lack the definiteness of form found in 
later works. In "G-ott ist mein Konig" (No. 17) the 
arias move over a quasi-ostinato bass, the divisions 
between solo and choral sections are not clearly 
marked, and the treatment of the voices indicates 
his preoccupation with instrumental music. The same 
characteristics hold true for "Gottes Zeit" (No. 106) 
and 11Denn du wirst meine Seele 11 (No. 15).1 
The cantatas of the Weimar period (1708-1717) 
reflect the Reform movement as instigated by Neu-
meister's publications. The chorale figures less 
1. Bukofzer, £Q• cit., pages 273-4. 
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prominently in these works; at times it is com-
pletely omitted (e.g., "Tritt auf die Glaubensbahn," 
No. 152) or superimposed on a secular form, as in 
"Nun komm der Heiden Heiland," (No. 61) where it 
appears as a French overture. Recitatives are of 
a terse declamatory character, the aria is now 
generally in the da capo form (e.g., 11 Bereite die 
Wege, 11 No. 132) or in the tripartite form as found 
in Zachow (e.g., "Tritt auf die Glaubensbahn," No. 
152). An opening 11Sinfonia 11 is used only in a few 
of the cantatas (e.g., "Der Himmel lacht," No. 31, 
"Tritt auf die Glaubensbahn," No. 152). 
In the cantatas of the Leipzig period (after 
1723) old and new forms are integrated. In his 
effort to make the music again subservient to the 
liturgy, he revived the chorale cantata. Expanding 
this old form by adding numerous formal elements 
from sacred and secular music, he set the different 
stanzas or paraphrases of a chorale text as chorale 
rec i tatives, chorale arias, chorale passacaglias, 
chorale concertos, or chorale sinfonias. 11 Ein 
feste Burg" (No. 80), "Christ unser Herr" (No. 7), 
and "Jesu, der du meine Seele 11 (No. 78) are typical 
examples of this manner of composition. 
The form of the arias is both da capo and the 
familiar tripartite version. The recitatives fre-
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quently contain arioso passages (e. g ., 11 0 heiliges 
Geist-und Wasserbad," No. 165), and t he opening 
sinfonia is often reduced to a few measures (e. g ., 
"Ihr, die ihr euch von Christo nennet," No. 164, 
"Tue Rechnung, Donnerwort, 11 No. 168 ). The final 
number is always a chorale in the simple four-part 
harmonization; at times, however, t wo chorales may 
be used in one cantata (e.g., "Wo gehest du hin," 
No. 166) •1 
During the life-time of Johann Sebastian the 
cantata began to be replaced by the oratorio. The 
fe w cantatas written by his sons Wilhelm Friedemann 
and Carl Philipp Emanuel show the contemporary 
trend toward secularization. They lack the emotion-
al depth of Johann Sebastian's works; adaptations of 
instrumental forms and operatic devices made a show 
piece out of a form that started out as a glorifica-
tion of the word of the gospel. Gradually the music 
in the Lutheran service was limited to organ preludes 
and postludes and congregational singing of chorales. 
The performance of cantatas and oratorios was dele-
gated more and more to the concert stage, and the 
once live and active cantata became a fo r m of the past. 
1. Bach, Johann Sebastian. Werke. Bachgesellschaft, 
Leipzig, Neuausgabe 1947, Vols. 7, 28, 32, 33, 37, 41, 
44. Ann Arbor, Mich i gan: J. W. Edwards. 
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Chapter II 
THE NffiiNINGEN BACHS 
Thanks to the genealogy compiled by Johann 
Sebastian and continued by Carl Philipp Ernanue1, 1 
the history of the Meiningen line of the Bach fami-
ly is known to us since its earliest days. Like 
the other lines, the Meiningen Bachs trace their 
ancestry to the 11 Veit Bach, a baker in Hungary, who, 
in the sixteenth century, was forced to flee to Ger-
many because of his Lutheran faith. After selling 
as much of his property as was possible, he went 
to Thuringia where he found freedom to practice his 
religion. He settled in Wechrnar near Gotha and con-
tinued his trade. 112 That he had a gift for music 
is attested to by Sebastian's statement that Veit 
enjoyed playing his cittern while the mill was grind-
ing. Of his two sons only Johannes (died 1626) 
showed any musical talent and received instruction 
from his uncle, Caspar Bach (born c. 1570), a town-
musician of Gotha. After his apprenticeship, he re-
turned to Wechrnar where he worked as a carpetmaker, 
1. Bach, Carl Philipp Emanuel. Der Ursprung der 
musikalisch-Bachischen Familie. Ba~rkunden, Max 
Schneider, Editor, Neue Bachgesellschaft, Jahrgang 
XVIII, Heft 3. Leipzig , 1917. 
2. ibid. The author's translation. 
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exercising his musical profession as a sideline. 
Of Johannes 1 brother, Lips, nothing is known except 
that he is listed as "Lips, son of Veit 11 in the 
Wechrnar records wher'e his death is recorded in 1620.1 
He is probably the same Bach who is listed without 
name in the genealogy as 11 carpetmaker." Lips 1 son, 
Wendel (1619-1682), was a farmer ("farmer" is Gei-
ringer1s interpretation of the designation, "Ein-
wohner"), and only with the person of his son Jacob 
(1655-1718) does the information become more detailed. 
Jacob Bach attended the Latin School in Eisenach 
from 1669 to 1671 and, subsequently, a similar school 
in Gotha where he received such good musical instruc-
tion that he later sent his son Johann Ludwig there. 2 
In Gotha he fell in love and eloped with Anna Martha 
Schmidt, the daughter of a hatmaker. In order to 
support his bride he was forced to discontinue his 
studies and entered the service of the Prince of 
Eisenach as a musketeer.3 But soldiering did not 
prove to be of Jacobls liking, and a year later he 
bought his freedom. Shortly thereafter, he was 
fortunate in obtaining the position of cantor and 
1. Geiringer, The Bach Famil~, page 12. 
2. Geiringer, ££• cit., page 103. 
3. ibid. 
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schoolmaster in the village of Thal, where his 
eldest son, Johann Ludwig, was born on February 4, 
1677. Due to his restless nature Jacob did not 
hold any position for too long a period of time; 
he moved successively to Steinbach, Wasungen, and 
Rhula, where he served in similar capacities. His 
vigorous constitution and zest for life are at-
tested to by the fact that he outlived three wives 
and, after marrying for the fourth time, at the 
age of sixty-one fathered two more children before 
dying in 1718.1 
Johann Ludwig Bach was the first in the line 
of Meiningen Bachs to rise to a court position. His 
extraordinary good looks may have been a contribut-
ing factor. He is reported as being very handsome 2 , 
and a portrait reproduced in The Bach Family, by 
Karl Geiringer, shows a soft sensitive face, large 
expressive eyes, and a small, nearly feminine mouth. 
After attending the Gymnasium at Gotha for five 
years (1688-1693) he studied Theology.3 His first 
position was that of cantor and schoolmaster in Sal-
zungen. At the age of twenty-two he was called to 
l. Geiringer, The Bach Family, page 103. 
2. Geiringer, Karl. The Bachs, ~ Family Portrait. 
Boston University Lecture, April 21, 1953, Boston: 
Boston University Press, 1953, page 4. 
3. Geiringer, The Bach Family, page 104. 
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serve at the court of the newly established princi-
pality of Saxe-Meiningen. This little duchy was 
created as the result of the division of the estates 
of Prince Ernst the Pious, of Gotha, among his seven 
sons. 
In 1680 Prince Ernst's third son, Prince Bern-
hard, received Meiningen and some neighboring towns. 
Under his rule agriculture and mining were improved, 
churches were built, and a new orphanage and Latin 
School were established. As much as the welfare of 
his subjects seemed to have guided his actions, he 
was not above selling some of them as soldiers to 
the Doge of Venice when the finances of the state 
had become low due to his prodigious spending for 
lavish court entertainments.1 
These events, however, did not concern Johann 
Ludwig. Since 1703 2 he had been court cantor and 
master of the ducal pages3, a position which allowed 
him little time for creative work. His duties ran ged 
from holding prayer meetings in the morning and eve-
ning with the pages and certain court officials; 
teaching reading, writing, arithmetic, and history to 
1. Geiringer, The Bach Family, page 104. 
2. In Treiber, ££• cit., page 153, the date is given 
as 1708. 
3. Muhlfeld, ££· cit., page 3. 
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the young boys; supervising and scheduling all of 
their activities; and keeping church records, to 
directing the musical activities of the court chap-
el. The remuneration of the position, consisting of 
room and board plus 100 fl. 1 , was satisfactory. 
However, his position was equal to that of a lackey2 , 
and Johann Ludwig disliked the strict rule and yearned 
for more freedom, both personal and creative. This 
was the reason for his father's petition of October 
26, 1706 to the Consistory of Eisenach requesting 
Johann Ludwig's appointment to the position of cantor 
which had become vacant through the death of Andreas 
Christian Dedekind.3 Though unsuccessful in this at-
tempt at a change of position, the situation began to 
improve when, after the death of Prince Bernhard in 
April, 1706, Prince Ernst Ludwig became ruler. Gradu-
ally Johann Ludwig was relieved of all his cumbersome 
duties, and in 1711 he was appointed director of the 
1. Mtihlfeld, ££· cit., page 93. Geiringer quotes 
99 fl. 12 ~· as the salary, but this is a mistake in 
addition. The salary is quoted by Mtihlfeld as coming 
from three different sources and is broken down into: 
36 fl. 8 ~·, 24 fl., and 39 fl. 12 ~.,totaling 
99 fl. 20 ~· Since 20 gr. equal 1 fl., the total 
salary is 100 fl. 
2. ibid. 
3. Geiringer, The Bach Family, page 105. 
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court orchestra.1 
In Duke Ernst Ludwig, Johann Ludwig found an 
ideal patron. The prince himself was an avid poet 
and musician. At the age of eighteen he had pub-
lished religious verses in German, French, and 
Latin2 and three years later wrote words and music 
for two cycles of church music which were performed 
in the court chapel3. In 1694 he composed the mu-
sic for the funeral services of his brother Bern-
hard.4 In his youth Ernst Ludwig participated in 
the war against France and at the age of- twenty-
five commanded, as Major-General, five infantry 
regiments in the capture of the fortress of Ebern-
burg. During the war for the Spanish succession 
1. Mtihlfeld, ££• cit., page 93. Leffler gives 
the date as 1715. cf. Hans Leffler, Bache bei 
Sebastian Bach. Bach-Jahrbuch, 1949-50, page 112. 
2. Wetzel, .2.£• cit., page 119: "Deutsche und 
lateinische, auch Frantzesische Gedanken, doch alle 
in Christlichen Dingen. E. L. H. Z. S. 1690. 11 This 
collection is seemingly not the same as the one men-
tioned in Ludwig Bechstein: "Chansons franQaises 
quelles ~ entent autheur le plus chanter et quils 
sont en usage. Retenues par ~nest Louys, Prince de 
Saxe. Commences l' 11. Janvier 1689. 11 
3. Wetzel, .2£• cit., page 119: " ••• zweyjahrige 
Kirchen-Musik, die ao. 1693 and 1694 in der Meinun-
gischen Schloss-Capelle sind musiciret worden." 
4. ibid.: " ••• Trauer-Musik bey den funeralien Ihro 
hochser:--Herrn Bruders, Printz Bernhards, welcher a. 
1694 in Bri.issel gestorben und hierher gebracht worden." 
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(1701-1713) he found hims elf an Imperial Lieutenant-
Field Marshall in command of the Army of the Upper 
Rhine. In January, 1704, he returned to Meiningen 
and in September married Dorothea Maria of Gotha. 
One of their five children died in infancy, and Jo-
seph Bernhard, the heir, fell victim to an illness 
at the age of eighteen. Ernst Ludwig continued the 
constructive policies of his father by erecting six 
new churches and numerous public buildings and cared 
for the spiritual welfare of his subjects by various 
edicts regulating church festivals and writing seve-
ral volumes of sermons. 1 On the other hand, he lived 
beyond the means of his small principality by trying 
to riva l the splendor of the larger European courts. 
Especially after his second marriage, in 1714, to the 
daughter of the Great Elector of Brandenburg and wid-
ow of the Margrave of Beyreuth, Elisabeth Sophia, t h e 
scale of court entertainment increased. According to 
Bechstein2 a medal was struck with the pictures of 
1. Wetzel, .2.£· cit., page 118: "ao. 1722 kam ein 
notables Furstl. Edict heraus wegen der aus Selbst-
Rache sich offt aussernden Prouocation oder Ein-
ladung vor Gottes Gerichte, ingleichen wegen Abschaf-
fung des Unfuges auf den sogenannten Kirmessen, die ja 
wohl Christianorum Bacchanalia heissen mogen ••• auch 
statt der monatlichen Buss-Tage j lihrlich 4 solenne 
Buss-Tage sind angeordnet ••• " 
2. Bechstein, ££• cit., page 41. 
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the princely couple in memory of ·the Protestant 
11Jubel-Fest 11 of 1717. Concerning Johann Ludwig, 
he states : 11 The director of the court-orchestra at 
that time was called BACH. He p erformed a festi-
val cantata in the Palace church. nl 
By that time Johann Ludwig had been able to es-
tablish a household of his own, s ince his duties no 
longer reQuired his constant attendance at Court, 
and had married Maria Anna Rust (? -1733) on Novem-
ber 17, 1711. His wife was the daughter of the ar-
chi teet' Samuel Rust' builder of r/'"einingen Is Elisa-
bethenburg. In lieu of room and board his s al a ry 
now consisted of 16 thalers toward the rent, plus a 
certain amount of barley, rye, wheat , carp , gaine , 
and candles annually. 2 Two sons were born to the 
couple: Samuel Anton, in 1713, and Gottlieb Fried-
rich a year l ater. Both sons showed musical t a l ent; 
Gottlieb Friedrich a lso had a gift for painting . 
According to Spitta3, Johann Ludwig was ca lled 
up on to furnish musica l entertainment both at the 
midday meal and in the evening ; frequently he a lso 
1. Bechstein, ££· cit., page 41. There is no other 
record of this work . The author's translation. 
2. Geiringer , The Bach Fru~ily, page 106 . 
3. Spitta, ££· cit., page 582. 
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had to accomp any visiting artists. It was probably 
through them that he became acquainted with the 
Italian style of composition. Concert tours by the 
orchestra were also common. In a letter of defense 
against Johann Philipp Menges, a colleague who had 
attempted to discredit Johann Ludwig, which was 
addressed to Duk e Anton Ulrich and dated February 26, 
1725, the composer mentions a guest performance of 
the orchestra in Coburg at which he accompanied on 
the cembalo.1 
The death of Ernst Ludwig in 1724 was a great 
blow to Johann Ludwig, who lost in him not only an 
understanding patron but also a sympathetic friend. 
The s~rrviving princes were not old enough to rule, 
and their two uncles, who governed jointly as guard-
ians, were too busy fighting each other to give 
much thought t o the arts. Johann Ludwi g continued 
in his position as music director and teacher of 
the young p rinces whom he instructed in music and 
painting. 2 For a number of years his salary was 
paid only irregularly, and not until he petitioned 
one of the guardians, Prince Anton Ulrich, for his 
backpay did matters improve.3 Gratefulness for 
l. Muhlfeld, ££· cit., page 3. 
2. Loffler , ££· cit., page 113. 
3. Muhlfeld, ££· cit., pages 94-5. 
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the grant of his request may have been one of the 
reasons for writing a Festival Cantata in honor 
of the Prince in 1728 at his return from a visit 
to Vienna.1 
The date of Johann Ludwig's death has been 
variously given as 17302 and 17413. However, the 
death register of the Meiningen churches lists the 
date of his burial as May 1, 17314, and this date 
is accepted by Mtihlfeld5. His two sons served as 
organists of the court chapel for a short period 
of time, and their father's salary was continued in 
their name at the request of Johann Ludwig's widow. 6 
The life of Johann Ludwig's elder son, Samuel 
Anton, is well documented. The register of chris-
tenings in Meiningen reads: "Ao. 1713, den 26. April, 
ist dem Herrn Capelldirector Bachen ein Sohnlein 
getauffet und Samuel ..Anton Jacob genannt worden. 11 7 
1. Muhlfeld, .212.· cit., page 96. The title page 
for this work is reproduced here in a modern print. 
2. Bitter, C. H. Carl Philipp Emanuel und Wilhelm 
Friedemann Bach und deren Bruder, Berlin: M~Uler, 
1868, Vol. 2, page 381. 
3. Bach, Carl Philipp Emanuel, ££· cit. 
4. Loffler, ££· cit., page 113. 
5. M~ililfeld , .212.· cit., page 23. 
6. Loffl er, QE· cit., page 113. 
7. ibid., page 112. 
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From 1721 to 1731 he attended the Gymnasium Bern-
hard iurn, and from 1732 on he studied l aw in Leip-
zig, where he enjoyed t h e hospitality of Johann 
Sebastian and the friendship of Carl Philipp Ema-
nuel. After his return to Meiningen in 1735, he 
was employed at the court in various capacities 
until he was appointed secretary in 1771. He died 
Ulli~arried in 1781. 
His yoU11ger brother, Gottlieb Friedrich (chris -
tened Septemb er 12, 1714), was a painter by pr o-
fession and a mus ician by inclination. He received 
his training from his f ather and served as court 
painter from 1745 until his death in 1785. He was 
especially known for his miniatures and portraits, 
which reflect the taste of French Rococo. 1 Of his 
three sons t wo became Protestant ministers, but the 
youngest, Johann Philipp (1752-1846), followed in 
his footsteps. The following entry concerning Gott-
lieb Friedrich and Johann Philipp is found in the 
Ursprung , in the hand of Carl Philipp Emanuel, the 
latter's godfather: 
(Gottlieb Friedrich) ••• lebt noch da als Hoforga-
nist und Hofmahler, dessen Herrn Sohn ist ihm 
adjungiert in beyden Stationen. Vater und Sohn 
sind vorzugliche Portrait Mahler. Letzterer hat 
mi ch vorigen Sommer besucht und gemahlt ~tnd 
vortrefflich getroffen. 
1. Geiringer, The Bach Family, page 447. 
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Philipp's son, Friedrich Carl Eduard (1815-
1903), seemingly d id not follow the artistic path; 
he was employed as a ducal forester. 1 Both his 
son, Paul Karl Bernhard (b. 1878 ), and his grand-
dau ghter, Annemarie (b. 1913?), inherited the musi-
cal and artistic t alents of their ancestors. Paul, 
although serving in Weimar as a Posta l Inspector2 , 
is, nevertheless, a good amateur 'cellist and paint-
er and has collected in his Eisenach home numerous 
paintings of his grandfather3. 
Veit (? -1619 ) 
I Lips (? -1620) 
I Wendel (1619-82) 
I Jacob (1655-1718)-Anna Martha Schmidt (1655?-?) 
Johann Ludwi g (1677-1731)-Maria Anna Rust(? -1733) 
I I 
I Samuel Anton (1713-81) 
Gottlieb Friedrich (1714-85)-Juliane Anthing (17 23-94) 
---' 
J ohann Philipp-Johanna Rosine Frankenberger 
(1754-1846 ) (1769-1817) 
Friedrich Carl Eduard- Alma Wilhelmine Hilper 
( 1815-19 0 3 ) ( ? - ? ) 
Paul Karl Bernhard (b. 18 78 ) 
I 
Annemarie (b. 1913?) 
1. Geiringer, The Bach Family, page 447. 
2. Terry, Charles S. Bach. London: Oxford Univer-
sity Press, 1952, page 6-.---
3. Geiringer, The Bach Famil~, page 447. 
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Chapter III 
THE SEVENTEEN LITURGICAL CA1TTATAS 
The Manuscripts 
The seventeen cantatas by Johann Ludwig Bach 
which are still in existence today are copies made 
by Johann Sebastian for his own study and use. 
There are no dates on any of the manuscripts, and 
the time of composition, as well as that of the 
copying process, remains unkno1~. Spitta1 , in re-
ferring to an undocumented visit made by Sebastian 
to Meiningen in 1715 or 1716, implies that these 
copies were made at the time of that visit. In 
later paragraphs, however, he states that the works 
were copied by Johann Ludwig's young cousin "at a 
later period 112 and "not ••• till he was in Leipzig. 11 3 
Treiber favors the date of 1715/16 and tries to 
prove it by finding similarities between Johann Se-
bastian's Weimar cantatas and those of Johann Ludwig. 4 
Terry5 and Geiringer believe a later date to be more 
l. Spitta, .2.£.. cit., page 389. 
2. Spi tta, loc. cit., page 575. 
3. Spitta, loc. cit., page 582. 
4. Treiber, 
.2£.· cit., page 153. 
5. Terry, .<2:£. cit., page 110. 
47 
plausible, especially Geiringer, who bases his be-
lief on the transposed continuo parts, which reflect 
Sebastian's practice of the Leipzig time as known 
from his o~m manuscripts.1 
After Johann Sebastian's death the manuscripts 
were in the possession of Carl Philipp Emanuel, who 
wrote about them to a prospective buyer: 
••• 18 Kirchen Stu.cke von dem Herzogl. Meinin-
gischen Kapellmeister H. Joh. Ludwig Bach: die 
meisten sind mit 2 Oboi, 2 Violini, Viola, 4 
Sing Stimmen und Bass. Alle aber mit allen diesen 
Stimmen bloss die Oboi ausgenommen. Zu einem sind 
3 Trompeten und Pauken2; und noch zu einem 2 Wald-
horner. 
In allen kommen Chore vor; ausserdem ist in 
allen eine gute Abwechslung von Soli, Duetten, 
Recit. u. Arien. Sie sind ni cht gar lang . 
Die Arbeit ist durchaus fleissig und besonders 
ein reiner Satz. Die Chore sind ausnehmend. Alle 
18 Stuck e bestehen (l) aus einer s aubern Partitur 
von meines seel. Vaters Hand3, (2) alle Stimmen 
ausgeschrieben, worunter die Violinen doppelt und 
die Basse dreyfach; wobei allzeit ein transponier-
ter Orgelbass, wegen des Cammer Tones, befindlich. 
Zu 5 St U.cken bloss fehlt die Partitur. Jedes 
Stuck enthalt wenigstens 12 Bo gen4; einige sind 
noch starker. Es sind ein Haufen Festtags St ttcke, 
z. E. 3 Oster StUcke darunter. Ueberhaupt aber 
sind die Texte biblisch u. so eingerichtet, da ss 
man sie auf alle Zeiten brauchen kann. 
l. Geiringer, The Bach Family, page 109. 
2. Emanuel may be referring to the Trauermusik. 
However, the existing manuscript is not in Sebastian's 
hand. 
3. "Die mit Tranen s a en 11 is not in Sebastian.' s writ-
ing , only the title page is. The copyist is not known. 
4. He must refer to scores a nd parts inclusive. See 
page 52. 
48 
Da mir ~v. Hoch Edelgeb. letzthin auftrug 
diese Stucke von meinem seel. Vater durchzu-
sehen, so habe ich solches getan und diesen 
Bericht davon aufgesetzt. Sie stehen Ihnen wie 
sie da sind mit Haut und Haar, fur 8 rht. zu 
Diensten. Ist dieser Preis freundschaftlich 
oder nicht? 
Mich deucht er ist es, weil er bei weitem 
noch nicht die Halfte der Copialien betragt.l 
Ich habe die Ehre, 
Bach. 
The cantatas are, as Carl Philipp Emanuel puts 
it, "a pile of feas t-day pieces" vrri tten for both 
religious festivals with fixed dates and those with 
movable dates. The cantat a s for Lutheran fea st-days 
with unchangeable dates are: 
Dominica 4 p,ost Epiphanias (fourth Sunday after Jan-
uary 6) : 1Gott ist D.nsre Zuversicht 11 
Dominica 5 post Epiphanias (fift h Sunday after Jan-
uary 6): 11 Der Gottlosen Arbeit wird fehlen" 
Festo Purificationis lVlariae (February 2): "Mache 
dich auf 11 
Festo Joannis Baptistae (June 24): 11 Si ehe, ich will 
meinen Engel 11-ll-
Festo Visitationis Mariae (July 2): "Der Herr wird 
ein Neues im Lande erschaffen"* 
The cantatas written for Lutheran feast-days having 
movable dates are: 
Dominica Septuagesirna: "Darum will ich auch erwahlen 11 
1. Does reference to a copyist fee indicate that 
Sebastian had some help ? The parts to "Ich will mei-
nen Geist" seem to show another handwriting besides 
Sebastian's in the Bass, Alto, Oboes, Horns, and 
p ossibly Tenor. 
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Dominica Sexagesima: 11 Darum s aet euch Gerechtigkeit 11 
Dominica Quinquagesima: 11Ja, mir hastu Arbeit ge-
macht11 
Feria 2 di Pa schatos: "Er ist aus der Angst 11 
Feria 3 eli Pascha t os: "Er machet uns lebendig 11 
Dominica Quasimodogeniti: 11Wie lieblich sind auf den 
Bergen" 
Dominica Misericord i as Domine: 11Und ich will ihnen 
einen einigen Hirten 11 
Dominica Jubilate: 11Die mit Tre.nen s a en" 
Dominica Cantate: "Die Weisheit kommt nicht in eine 
bosshafte Seele ~~~~ 
Dominica 6 p ost Trinitatis: "Ich will meinen Geist" 
Dominica ll post Trini t atis: 11 Durch sein Erkenntnis " ~!­
Dominica 13 p ost Trini tat is: 11 Ich aber ging 11 -lC. 
The five comp ositions of which, a ccording to Emanuel, 
only parts ha ve been preserved are those marked with 
a n asterisk in the above listing . A thematic index 
of all seventeen canta t a s can be found in volume 41 
of the Bachgesellschaft edition of Johann Sebastian's 
works. 
Previous to World War II all of the manuscripts 
were in the p ossession of the Preussische Staatsbib-
liothek , Berlin1 ; during the war, however, severa l 
were moved for s afekeeping to West Germany, where 
the threat of a ir r a ids wa s less acute. Today t hese 
1. Now known a s the Deutsche Staatsbiblioth ek . 
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manuscripts are in the Westdeutsche Bibliothek in 
Marburg.l 
All of the cantatas have a title page stating the 
Sunday or feats-day for which they were written, the 
op ening line of the text, the instrumentation, and 
the name "J. L. Bach, 11 with the "J. L." frequently 
intertwined. On the first page of the manuscripts 
of the scores, we find the letters 11 J J" (Jesu Juva)2 
in the upper left hand corner; across the top of 
the page the n ame of the Sunday is written, followed 
by the word "concerto" and the instrumentation, with 
"Bach" slightly below in the right hand corner. After 
the final double-bar, Johann Sebastian wrote either 
the word "Fine" or 11Fin 11 or the intertwined letters 
11 S D G11 or "D G" (Soli Deo Gloria)3, or both. 
The first pages of all parts have the voice or 
instru~ent written across the top , usually neatly 
centered. Often the opening line of the text is 
1. The library kindly supplied the author with 
microfilms of these cantatas. cf. footnote, page i. 
2. Schunemann, Georg. Musikerhandschriften. Ber-
lin: Atlantia Verlag , 1936. This author states that 
after 1708 Sebastian always prefixed these letters 
to his cantatas; the first to bear them is "Gott ist 
me in Konig. " 
3. ibid. Usually found at the end of Sebastian's 
manusc r ipts. 
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found between the two top staves in the instrumental 
parts. The end of the composition is either marked 
"Fine" or a scraggely line is drawn from the bottom 
of the double-bar for an inch or so. Those cantatas 
that consist of two main sections usually have the 
end of the first section indicated by "Fine della 
rma Parte II and the opening of the second by "Parte 
Seconda 11 or "Secondo (or Secundo) Parte." 
There are always two copies of Violins l and 2; 
one copy each of Viola, 'Cello ( 11 Ich aber ging" is 
the only instance having a separate part marked 
"violoncello e bassono"), Oboes 1 and 2, Horns land 
2 (whenever used), Soprano, Alto, Tenor, and Bass; 
and three continuo parts: one transposed down a 
whole tone, the others in concert key. 1 One of the 
latter is usually unfigured and is probably intended 
for the 'cello and bassoon, the others show various 
degrees of figuring. 
The average length of these cantatas is 322.05 
measures. Arranged according to their individual 
numbers of measures, they read: 
214 measures - "Er machet uns lebendig 11 
241 11 - 11Darum saet euch Gerechtigkeit 11 
242 11 - "Die mit Tranen saen" 
272 11 - 11 Gott ist unsre Zuversicht" 
279 11 - 11Der Gottlosen Arbeit wird fehlen" 
l. See Emanuel's letter quoted on pages 48-9. 
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292 
296 
307 
316 
342 
342 
345 
347 
364 
365 
447 
464 
measures - "Ich will meinen Geist" 
11 
-
11Ja, mir hastu Arbeit gemacht" 
11 
- "Wie lieblich sind auf' den Bergen 11 
II 
II 
II 
It 
II 
II 
tt 
tt 
II 
- "Darum will ich auch erwahlen" 
"Die Weisheit kornmt nicht in eine 
bosshaf'te Seele 11 
11Und ich will ihnen einen einigen 
Hirten erwecken" 
-
11Mache dich auf', werde Licht" 
"Er ist aus der Angst" 
- "Siehe, ich will rneinen Engel senden 11 
"Ich aber ging" 
-
11Durch sein Erkenntnis 11 
11 Der Herr wird ein Neues im Lande 
erschaf'f'en" 
The number of' pages f'or one cantata in score is 
never less than eight nor more than f'ourteen. 1 They 
can be grouped as f'ollows: 
8 pages: "Ja, mir hastu .Arbeit gemacht" 
"Er machet uns lebendig" 
11Und ich will ihnen einen einigen Hirten11 
11Der Gottlosen Arbeit wird fehlen" 
9 pages: 11Darum saet euch Gerechtigkei t" 
"Wie lieblich sind auf' den Bergen" 
"Er ist aus der Angst" 
10 pages: "Darum will ich auch erwiihlen" 
"Die mit Tranen saen" 
12 pages: "Gott ist unsre Zuversicht" 
13 pages: "Ich will meinen Geist" 
14 pages: "Mache dich auf'n 
The cantata s existing in parts only show the 
following number of' pages: 
1. In his letter Emanuel states that non of' the 
manuscr ipts has less than twelve pages; he must have 
counted the title pages, but that would incr ease the 
minimum only f'rom eight pa ges to nine pages. 
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32 pages: i'Die Weisheit kommt nicht in eine bosshafte 
Seele" 
37 pages: 11 Ich aber ging 11 
39 pages: 11 Siehe, ich will meinen Engel" 
46 pages : "Der Herr 1Nird ein Neues im Lande erschaffen 11 
53 pages: 11Durch sein Erkenntnis 11 
In scores and parts the staves are hand-dra~m1 
and usually quite closely spaced to make the most use 
of the valuable paper. In the score of 11 Gott ist unsre 
Zuversicht 11 Sebastian uses the first sixteen staves on 
the initial pages for the opening chorus; the follow-
ing aria is written on the five bottom staves, which, 
since they could not accommodate another bra ce of the 
chorus, would have been wasted. In the parts, how-
ever, he seems less concerned with conserving s pace; 
often the last or last two staves are left blank to 
start a new number on a new page. Also, the number 
of staves per page is less in the parts than the score. 
Within each score the number of staves on each 
page is fairly consistent but varies from cantat a to 
cantat a : 
"Darum will ich auch erwahlen 11 • • • 22 and 23, 
once 24 
"Darum s aet euch Gerechtigkeit" •••.• 19 , 20, and 
21 
1. vVhittaker, W. Gilli s . The Bachs in Eisenach, in 
"Collected Essays ," London : Oxford UniVers ity Press, 
1940 , page 163. 
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11Ja, mir hastu .Arbeit g emacht" 
"Er ist aus der Angst" • • 
"Er machet uns lebendig 11 • 
. • • . 24 
• • • . • 22 and 24 
. ••. 24, once 
23 
"Wie lieblich sind auf den Bergen" •..• 24 , once 
25 
11Und ich will ihnen einen einj_gen Hirten" . 22 
"Die mit Tranen sa en". . . . • - • • • . . . 16, 17, 
18' 19' 
and 20 
11 Ich will meinen Geist 11 •••••••••• 20 , once 
each 22, 
23, twice 
24 
"Gott ist unsre Zuversicht 11 •••••••• 21 
"Der Gottlosen Arbeit wird fehlen 11 •••• 22 and 23 
11 !1/.lache d ich auf 11 • • • • • • • • • • • 21, three 
times 20 
In the parts the majority of pages contains t h ir-
teen sta ves, a few contain fourteen staves, and a 
sma ll number contains twelve staves. 
Articulation marks are found extensively in the 
parts, to a lesser degree in the scores. They are 
usua lly written underneath -the notes. Most common are 
slurs between two or four eighth notes in the strings 
and over melismas in the voice s ; t hey are a lso found , 
however, in the wo odwinds but very rarely in the con-
tinuo. Dots vv j_th and without slu rs a ppear occ asion-
a lly. The des i gnations: 11 staccato," "p izz. , p izz ic. , 
p izzica to," and "coll arco 11 can be found frequently. 
Dynamics are more often marked in the p arts than 
in the scores - a l ways in the instrumental parts. 
They only indicate varying degrees of softness: "p., 
p ia. , p ian. , p i ano, pp . , p ianissimo 11 and a single 
sha de of loudness : 11f., for . , forte 11 but no crescendo 
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nor decrescendo. Unfortunately these indications 
are not put in consistently. Scores and parts do 
not always agree; even between the two copies of 
one violin part there may be differences in place-
ment within the measure, or a dynamic may be miss-
ing in one copy altogether. 
Tempo markings are more frequent in the scores 
than in the parts; the ones used are: Largo, Grave, 
Adagio, Adagio assai, Andante, Allegro, and Presto. 
There is rarely any written clue to the identi-
ty of the instruments on the individual staves at 
the beginning of a composition. If strings are the 
only members of the ensemble they appear in the natu-
ral order of Violin_ 1, Violin 2, Viola (reading from 
top to bottom); if oboes are added the two top staves 
are understood to represent these. Only in the case 
of additional horns (e.g., "Ich will meinen Geist") 
are the top staves labled 11 Corno 1 11 and "Corno 2. 11 
Other circl~stances warranting an indication of the 
instrument(s) used are doublings (e.g., "Mache dich 
auf" manuscript page 6: 11 obboe e violini in unison," 
11Gott ist unsre Zuversicht" manuscript page 5: "Ten-
ore con violino { mo 11 ); solo passages or solo obligati 
(e.g., "Die mi t Tranen saen 11 manuscript page 6: "solo" 
in violins 1 and 2, 11Und ich will ihnen einen einigen 
Hirten" manuscript page 2: "Soprano ~ Violin Solo 11 ); 
56 
where two voices are written on one staff (e.g., 
"Und ich will ihnen einen einigen Hirten" manu-
script page 2: violin 2 and viola); or where enter-
ing instruments occupy staves previously used by 
voices (e. g ., 11Mache dich auf" manuscript page 4: 
soprano ends - violin 2 enters on same staff, viola 
enters on tenor staff). 
Such indications as 11Rec. , Reci t. , 11 11 Aria," 
11 Arioso, 11 11 Chor, Chorus, Choro," and "Choral" are 
found in both scores and parts. In the scores they 
are common at the head of a number; in the parts 
they are generally only used in the instruments, and 
most frequently they designate a 11 tacet" section. 
In arias or other tripartite forms the repeat 
of the "A" section is called for in the following 
manner: 11Da Capo, 11 liD Capo, II 11 al Segno, II 11 al Segno 
Da Capo, II 11al Signa D Capo, II 11 al Segno D c, II "all 
Segno D c, II 11 D Cano dal Segno :1 e Fine, II 11Da Capo 
.J.: 
dal Segno e fini to, 11 and 11D. S. al /':\ • 11 The sign f, 
is only rarely present. 
At the bottom of the pages in instrumental 
parts the words 11 Volti," 11 Volti Subito," or 11 Volti 
cito" are written regularly. 
"Solo 11 and "tutti 11 appear in the instrumental 
parts as well as in the scores. 
The only ornamentation used is the trill; it is 
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written over a note as either "t" or 11tr." 
Rests of more than one measure in length make 
use of the old brevis and longa rests, the former 
representing two measures rest, the latter four 
measures. 
• I 
The brevis rest is always placed in the third space; 
the longa fills either the second and third or the 
third and fourth spaces, and is usually written in 
group s of two using the two p ositions alternately. 
II II II II 
At times the total number of measures is written above 
the rests, but just as often it is not. 
1$ 
II II • 
The whole, half, quarter, eighth, and sixteenth r ests 
are in the forms used today. 
The notes nearly always have their stems on the 
right side of the head, regardless of whether it is 
pointing upward or downward. Occasionally they might 
be directly in the center of the note head, very rarely 
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on the left side if pointing down, never when point-
ing up. In the instrumental parts the small notes 
(eighth, sixteenth, thirty-second) are generally 
grouped into one-beat units; the ei ghth notes areal-
so found in two-beat units, or, after an eighth rest, 
in one and a half-beat units. In the vocal parts they 
are written so that they correspond to the number of 
syllables sung to each note(s). 
The clefs that are used are Soprano for Soprano; 
Alto for Alto and Viola (in 11Der Herr wird ein Neues 
im Lande erschaffen 11 Viola l); Tenor for Tenor and 
Viola 2 (in "Der Herr wird •.. ")and occasionally for 
'Cello and Continuo; Bass for Bass, 'Cello, and Conti-
nuo; and Treble for Violins, Oboes, and Horns. 
The key signatures are usually placed on both 
octaves, e. g ., Eb on line land space 4 (treble clef), 
F# on space land line 5 (treble clef). Flats, sharps, 
and naturals have the same form as those of present 
day usage; at times, however, a flat is used to cancel 
a sharp . 
J 
Both scores and parts are written with a heavy 
stroke so that the ink often seeped through the paper 
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resulting in a very spotted and hard-to-read manu-
script. 1\1os t of the pages show that they were writ-
ten at high speed; the notes lean toward the right 
and often occupy both a line and a space. Barlines 
are written without a ruler and frequently are slant-
ed, incomplete, or in the wrong place. Only a few 
pages show that care was taken to make a good copy ; 
here the notes stand upright, they are clearly de-
fined in their position on line or space, barlines 
are straight, and dynamics, tempi, or other written 
directions are caref~lly drawn -- often with a seem-
ingly broader pen than the one used in writing the 
music. 
The scores and especially the parts are full 
of mistakes. Notes are left out, and extra note is 
found in a measure, eighth notes are written as six-
teenths and sixteenths a s eighths, and dotted notes 
are followed by the wrong value, e.g. one too l arge, 
or the dot is missing. Notes have been scratched 
out, or several notes app ear on the same beat. 
Missing measures are inserted, often in the wrong 
p l a ce. An Alto part is finished in the soprano clef 
for the last few measures (e. g ., "Der Her r wird ein 
Neues ••. " Alto recitative and following aria); a 
Tenor solo is written in the bass clef, but whether 
read in tenor or ba ss clef it does not consistently 
agree harmonically with the instr~unental accompaniment 
60 
(e. g., 11 Er ist aus der Angst"). Voices within one 
number di sagree in keysignature (some have two flats, 
others only one). Doublin £~ are often incorrect, espe-
cially between violins and oboes, w:q.ere the second 
violin, when copied literally, take s the second oboe 
below its lowest note. The continuo parts show dif-
ferences in figuring ; the two copies of violins 1 
and 2 show disagreements in pitches and rhythms. 
And, finally, the text, while the same for all voic-
es, is often distributed differently in sections where 
similar rhytlnnic pat t erns in various voices would in-
dicate a simil a r text arr angement. 
We h2.ve no records of any performance by Seba-
stian of these cant a t as. These uncorrected manuscripts 
may indicate that they were not performed. It seems 
strange that h e would. rely on verba l corrections made 
during rehearsal or previous to performances, since 
the number of mistakes i s so great. 
The text, writt en in the German script1 is very 
diff icult to read. Numerous abbreviations are used 
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which seem to have represented a k ind of private short-
1. The teaching of this script in German Public 
Schools was abolished by law aro~tnd 1936. The alpha-
bet looked as follows; 
1)1. OL ~ :& -vX ~ 3' 1V f f f 1/ ~ f ~ ,~, J j J ~ dJ. 1 i M1 m '"' 1L 
~ tr f f »rCf $ 3{ 1 r 4- 'f J:., VL"" v MG w tdf 1 Uj g r 
hand; at times their meaning can be deduced from the 
context, but at other time s whole passages are il-
legible. Often letters are squeezed together so 
tightly t h ey run into each oth er or are written so 
small that it i s i mposs ible, even with a magnifying 
gl ass, to distinguish between a , e, o, u , m, n, r, 
and w. The h, s, and f usually look very much alilce, 
as do g, j, p , and z. Ink-blots, faded i nk , or hol es 
in the paper are more reasons for the difficulty of 
reading the words which, incidentally, are not only 
written in the old script but also spelled in an ob-
solete manner. If texts could be tra ced to hynms , 
chorales, or Bible verses, any obscure section could 
be filled in; in the ca se of free paraphrases and 
texts that could n ot be tra ced, this was not poss ible. 
A comparison between scores and parts and/or parts of 
one voice with t hos e of others , in the ca se of chora l 
sections, proved n ot too helpful. While all mistakes 
in the music could be corrected, the text, unfortu-
nately, could not be made complete. 
The Use of Instruments and Voices; Formal Construction. 
Of the seventeen cantatas nine are scored for four 
voices (Sopr ano , Alto, Tenor, and Bass ) and string or-
chestra (2 Violins, Viola, 1 Cello, and Continuo ): 
''Darum will ich auch erwe..hl en n 
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"Darum s aet euch Gerechtigkeit" 
"Ja, mir hastu Arbeit gemacht" 
"Er machet uns lebendig 11 
"Wi e lieblich sind auf den Bergen" 
11Und ich will ihnen einen einigen Hirten" 
"Die mit Tranen s a en 11 
"Gott ist uilsre Zuversicht" 
"Der Gottlosen Arbeit wird fehlen" 
Six have two oboes added to the strings; the number 
of voices is the s ame: 
11 Siehe, ich will meinen Engel" 
11 Mache dich auf" 
"Er ist aus der .Angst" 
11 Die Weisheit kommt nicht in eine bosshafte Seele 11 
"Durch sein Erkenntnis 11 
11 Ich aber ging" 
11 Ich will me inen Geist" uses two horns in the orches-
tra in addition to the strings1 ; 11Der Herr wird ein 
Neues im Lande erschaffen 11 is scored for the usual 
four voices and an ensemble of t wo oboes, t wo violins, 
t wo violas, 'cello, and continuo. All cantatas em-
ploying oboes add a bassoon to the continuo ins tru-
ments. 
The firs t violin is usually kept above all other 
voices, including the soprano, and rarely doubles the 
voca l line. Its range extends upward to c 1 11 ; d''' 
is very rare (e. g ., 11Durch sein Erkenntnis, 11 measure 
198). Its downward range is, of course, to g , but 
1. According to the manuscript s the instrument ation 
is 11 2 clarini p iccoli o corni di Silva 11 ; the parts ha ve 
the violins also l abeled: 11Violino o Hautb. l mo," 11 Vio-
lino o Hautb. 2do. 11 
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genera lly the instrument stays in the two u pp er 
octa ves. 
The second violin mo ves most frequently between 
g and b 1 1 with an occasional c 111 if it is in unison 
with violin l; its favorite rang e, however, is cl to 
g I I • 
The viola rang e is between c and d 1 1; like the 
first violin it is usua lly confined to the upper oc-
taves. In the case of two violas (e. g ., 11 Der Herr 
wird ein lireues im Lande erschaffen 11 ) both instruments 
move within the same range, but viola 2 will general-
ly be a third or sixth below viola 1. 
The oboes supply the main concertizing element. 
A solo violin may be used as an obligato or concer-
tiz ing instrument in arias ( e . g ., the Soprano aria, 
"Setz mich Herr der Herde zu 11 in 11 Und ich will ihnen 
einen einigen Hirten11 ) if no oboes are employed in 
the comp osition; with their presence, however, the 
oboes t ake the role of solo instruments automatical-
ly. They are used in alternating solo/tutti passages 
opp osite the string s (e. g ., 11Er ist aus der Angst 11 ) 
or as obligato voice s (e. g ., the Alto aria, "Evens 
Kinder aus der Schuld 11 in 11 Der Herr wird ein Neues im 
Lande erschaffen"). In the chora l sections oboes l 
and 2 usua lly double violins l and 2 respectively. 
In r a n g e oboe 1 corresponds to violin l, oboe 2 to 
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violin 2. Their lowest note, however, is c'. A 
strict doubling between violin and oboe 2 may lead 
the woodwind below its natural range, and in some 
places a higher note, usually the third above the 
violin, is written in the oboe part. If such a 
correction is not made, the low out-of-range notes 
are due to the copyist's carelessness.1 Both oboes 
are always written in concert key; that, together 
with the low range ending at c 1 seems to indicate 
that an instrument in 0 was intended to be used. 
In "Ich will meinen Geist" the two horns are 
instruments in F (the piece stands in F Major). 
Their written range is from c' to c' 1 ' (concert p itch 
is f to f 11 ), but these outside notes are used only 
in a few instances. Both horns are always indepen-
dent; they never double the strings as do the oboes. 
They are used as concertizing, as well as obligato, 
instruments. In their individual lines the horns 
are independent from each other in that they rarely 
move in thirds or sixths as do the violins and fre-
quently als o the oboes. They may carry out indepen-
dent imitation (for example, in an opening duet) or 
a dialogue with the strings (for example, in a final 
chorus). 
l. cf. Terry, Charles S. Bach's Orchestra. London : 
Oxford University Press, 1932, page 98. He lists nine 
cantatas by Johann Sebastian where such a copying mis-
take occurs. 
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chorus). 
In "Ich aber ging" we find the only instance 
of a sep arate part labeled "violoncello e bassono." 
The reason for this is the Soprano aria, 11 Doch der 
Hochste mit Erbarmen," in which the continuo key-
board moves primarily in eighth notes while the 
'cello and bassoon move in sixteenth notes. 
~'* J ,.J J J r r r r 
In all the other numbers of this cantata the three 
continuo instruments double each other. 
The choice of continuo instruments is, except 
for the one case just mentioned, never indicated in 
the scores. The use of the 'cello and the addition 
of a bassoon whenever woodwind instruments are used 
was standard practice of the time. The transposed 
continuo p art suggests the organ as the main key-
board instrument1 , and this would be the logical 
choice, since the cantatas were intended to be per-
formed in the church during the service. As to the 
1. In the eighteenth century the tuning was not 
standardized. Organs were frequently tuned at a dif-
ferent pitch from strings and woodwinds. The organ 
in Leipzig stood a major second higher tha n the other 
instruments. 
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second continuo copy in concert key, only guesswork 
can be applied. In it, as well as in the transposed 
copy, we find extensive figuring; the voice lines of 
the recitatives are always written above the figured 
bass-line. In the case of the transposed part, the 
vocal part also is transposed. A second keyboard in-
strument may have been intended, since no string or 
wind instrument could realize a figured bass. Was 
this instrument a cembalo? There are no records to 
supply a satisfactory answer. We know that Johann 
Sebastian had a cembalo in the church-loft in Leip-
zig, where his music was performed, but there is 
no evidence that it was ever used in performance. 
Max Seiffertl believed that the cembalo served to 
realize the figured bass in recitatives, arias, 
and other solo sections. Arnold Schering2 , however, 
states convincingly that the organ was the only key-
board instrument used as a continuo in church music. 
This view has been generally accepted. Since the 
. 1. Seiffert, Max. Praktische Bearbeitung Bachscher 
Kantaten, Bach-Jahrbuch, 1964. 
2. Schering, Arnold. ~· s. Bach's Leipziger Kirchen-
musik, Leipzig, 1936. 
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manuscripts do not offer any additional clues, it 
might be assumed that the non-transposed figured 
continuo part was intended for performances in other 
churches in Leipzig (not St. Thomas or St. Nicholas) 
where the organ was tuned to the pitch of the other 
instruments • 
The selection of solo voices is governed by the 
character of the text. The Soprano generally sings 
words of a subjective and emotional nature. Expres-
sions of joy (e.g., "Und ich will ihnen einen eini-
gen Hirten") and sorrow (e.g., "Darum saet euch 
Gerechtigkeit"), as well as lyrical and poetic moods, 
are given to this voice. In "Der Herr wird ein Neues 
im Lande erschaffen" the Soprano represents the 
Vir gin Mary. 
The Alto is not employed alone as much as in a 
duet with the Tenor (e.g., "Siehe, ich will meinen 
Engel"), Bass (e.g., "Darum saet euch Gerechtigkeit"), 
and Soprano (e.g., 11Ich will meinen Geist"). The 
text given to the Alto is usually of a quiet, prais-
ing nature in the duets; when used alone it will 
carry either an emotional narrative (e.g., "Siehe, 
ich will meinen Engel") or a restrained expression 
of joy. 
The Tenor has both narrative and interpretative 
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functions, as does the Bass. II a Bible verse ex-
presses or quotes a saying of Jesus or of a prophet 
(e.g. , "Darum saet euch Gerechtigkei t"), it will be 
given to the Tenor; ii it repr esents the voice or 
the will of God, the Bass will take it (e.g., "Siehe, 
ich will meinen Engel," "Durch sein Erkenntnis 11 ). In 
the narrations of the recitatives the setting is al-
ways interpretative and expressive in an objective 
manner. 
There is no strict order of movements that can 
be applied to the cantatas. The two common features 
are the final chorus and chorale and the alternation 
between recitatives and arias. Ten of the seventeen 
cantatas are written in two main parts, but only in 
11 Gott ist unsre Zuversicht 11 do both parts end with 
a choral section. This final chorus appears in three 
forms: a polyphonic chorus followed by a chorale, the 
two connected by an instrumental bridge passage (e.g., 
"Mache dich auf"); the chorale following the poly-
phonic chorus as a separate number (e. g ., "Ich aber 
ging 11 ); and the chorale taking the place of the poly-
phonic chorus by having a homophonic vocal and a 
polyphonic instrumental treatment. The first type 
is the one most frequently employed. 
The opening number is either a chorus or a solo 
the former of the motet type, the latter oi the aria 
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or ar ioso form. This is always followed by a reci-
tative and aria. In the case of "Er machet uns 
lebendig 11 and 11 Die Weisheit kommt nicht in eine 
bosshafte Seele," this constitutes the whole first 
part. Some of the other cantatas add another aria 
or a duet before the end of part one is reached. 
Part t wo always op ens with an aria for one or t wo 
voices; next will come a recitative and either t he 
final chorus or another aria with a second recita-
tive which leads into the choral finale. 11Die 
Weisheit kommt nicht in eine bosshafte Seele 11 is 
the only exception in that it has t h e order of 
Recitative-Aria-Recitative-Chorus in part two. 
The undivided cantatas follow the same order 
of movements; the exception is "Durch sein Erkennt-
nis," which has a chorus as the central number. 
Within the two p arts the text is frequently 
so arranged that each part represents a complimen-
tary mood with the sermon between them serving as 
media tor. Thus, in 11Gott ist unsre Zuversicht," 
the first part is concerned with the anguish of 
the soul f a ced with the fury of the elements; the 
second part praises God and gives thanks for the 
deliverance of the soul. 
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Chapter IV 
ANALYTICAL DISCUSSION OF THE INDIVIDUAL CANTATAS 
Dominica 4 Post Epiphanias: "Gott ist unsre Zuversicht" 
This cantata is divided into two main parts : 
Part I - Chorus 46 
24 
18 
26 
measures 
II 
Fart II 
-
Recitative Soprano 
Aria Soprano 
Arioso and Chorus 
Aria Tenor 
Recitative Tenor -
Aria Soprano 
Recitative Soprano 
Chorus 
Chorale 
II 
II 
25 II 
Soprano 11 II 
29 II 
-
Tenor 34 II 
59 II 
None of the arias are in da capo form; they appear to 
belong to the arioso type. The overall key is F Iviajor. 
Chorus: The text for this chorus is drawn from 
Psalm 46, verses 2-6: 
Gott ist unsre Zuversicht und Starke, eine Hilfe 
in den grossen Noten, die uns getrot.fen haben. 
Darum f urchten wir uns nicht, weru1gleich die Welt 
unterginge und die Berge mitten ins Meer sanken; 
wenngleich das IVIeer wutete und wa1lte und von sei-
nem Ungestvm die Berge einfielen. ( Sela) 
Dennoch sol1 die Stadt Gottes fein 1ustig bleiben 
mit ihren Brtmnlein, da die heiligen Nohnungen des 
Hochsten sind. 
Gott ist bei ihr drinnen , darum wird sie fest 
bleiben; Gott hilft ihr frUh am Morgen. 
These verses are used unchaDged except for the last 
three words , 11 frtih am Morgen , " which are omitted. 
The instru~ents used are: Violins 1 and 2, Viola, 
and Continuo. Soprano, Alto, Tenor, and Bass make up 
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the chorus. The key is F-Major; the time signature 
is C. Modula tions lead to C Major, Bb Major , and 
d minor at various places. 
The cantata opens with a Soprano-Alto imitation 
on the fifth with the string s moving in alternate 
quarter notes- quarter rests -a fi gure they keep 
unaltered and ~~interrupted throughout the chorus. 
The continuo begi ns its steady movement of eighth 
notes: 
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In measure 5 the Bass and Tenor introduce a deriva-
t ive of this f i gure: 
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The n ext i mi tative entr anc e occurs in measure 6 in 
t he order of Sopr ano-Alto- Tenor-Ba s s . The answer 
i s t onal: 
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On t h e words , 11und die Berge mi tten ins Meer sanken , 11 
t he f our voices alter nate in a quick d i a l ogue , ending 
i n a slowly des c ending passage , i n thirds , i n Sopr ano 
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and Alto: 
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The octave skips in the Bass and Tenor depict the 
depth into which the mountains are sinking; the 
process of sinking is represented by the slowly 
descending lines of the two upp er voices. The fury 
of the waves is depicted in the succeeding measures 
by long sixteenth note melismas occurring successive-
ly in all voices: 
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Following this passage, a homophonic IV-V-I pro-
gression in C Major leads to a Soprano and Alto 
solo on the words, 11dennoch soll die Stadt ••• ": 
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In measures 35 to 49 a Tenor solo repeats twice 
the words, 11 Gott ist bei ihr drinnen": 
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This restatement of the initial material leads to 
the reiteration of the first six measures, with 
slight changes on the last beat to make a final 
cadential progression possible. 
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Soprano Recitative: The text is a free com-
posed paraphrase on Psalm 90, Verses 1 and 2, 
and reads as follows: 
Herr Gott, der du allzeit die Zuflucht bist 
gewesen, Wo unser Geist in dir ••• genesen, Dein 
Reich ist ohne End, dich bindet keine Zeit. Eh 
als der Berge Grund noch war geleget, Und sich 
nach deinem Wort die Welt beweget, Bist du von 
Ewigkeit ein Gott von Ewigkeit. Wie soll denn 
ohne dich hier unten was geschehen? Du bist 
es, der in Not lasst seine Allmacht sehen; Du 
bist es, der die Furcht aus unsern Herzen nimmt 
Und wenn das Ungltick droht, uns susse Rast 
bestimmt. 
The musical setting calls for the voice with con-
tinuo only. The key signature is one flat; the 
overall key is d minor. Modulations are made to 
F lVIajor twice and g minor once. The time signature 
is C. 
This is a strictly syllabic declamation, even 
though the words, 11 ohne 11 and 11susse, 11 employ two 
notes for each syllable. We find here two of the 
stylistic features characteristic of Johann Ludwig's 
music: the repetition of text phrases with either 
the same or a similar musical line 
i~E t t #f b I+ 7. E t h ~tfJ it I ., I ¥ 
dei11 'Rei"l-. ;.>J o~ -ne £.,J cltil'l 'ile,a, t"Jl oh- l'lt End ) 
and the use of triadic progressions, which are most 
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frequently present in recitatives and ariosi. 
Word-painting , though primarily reserved for cho-
ruses and arias, exists to a limited degree in the 
recitatives also. The descending steps on the words, 
11hier unten was geschehn," is a good example. 
~~lit .. {j - I t-. • 1 I J i 
Soprano Aria: Not a true aria in fo rm , this 
very expressive number consists of two sections, as 
suggested by the text. The first section is marked 
11presto, 11 the second 11 adagio. 11 The first t wo lines 
carry nearly identical musical material, as do lines 
three and four; the final lines comprise the 11 adagi o . 11 
The text could not be traced to any definite source; 
it belongs to the free comp osed, so-called 11 madri-
galian, 11 t ype . 
Ob die 1 ~ellen rasen, 
Ob die Winde blasen, 
Ob die Winde blasen, 
Ob die Wellen rasen, 
Ob die Felsen splittern 
Erd 1 und Himmel zittern: 
Wenn des Hochsten Obhut wachet 
Wogensturm kein Grausen machet. 
Strings and continuo accompany the voice. The 
time signature is C; the key is Bb Major, even though 
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the key signature is only one f lat. The Eb 1 s are 
always written in. The only modulation is to g 
minor for one measure. 
Four measures of furious movement of sixteenth 
notes in unison establish the mood and the basic 
accompanying figuration in the instruments. 
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The voice retains the character of the instrumental 
introduction for the first four lines of text 
~t1 c : t1fi utr !»3 I Ufr "kl .E! ~ 
Ob olie Wel-le.., rC\ - - - - - - - - - - s e.~ 
but changes to leaping eighth notes signifying the 
tremors of heaven and earth and the splitting of 
the rocks. 
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At the change to "adagio" the continuo is tacet 
for three measures, the strings move in alterna-
ting eighth notes and rests, and the voice returns 
to material similar to its opening phrase. 
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After the Soprano ends, the continuo joins in the 
final two instrumental measures. 
Word-painting is evident in the string accom-
paniment and the opening vocal measures dealing with 
stormy wind and sea. The change of tempo is in keep-
ing with the change of mood in the text, and the 
descending domi nant seventh chords on the words, 
11Wo gensturm kein Grausen machet," show Johann Ludwig's 
use of harmony in portraying both action and mood. 
Arioso and Chorus: Bass solo, Tenor recitative, 
and Chorus are used here to represent three different 
characters: Jesus, the narrator (St. Matthew), and the 
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Crowd. The text is taken from Matthew 8, Verses 26 
and 27; the five opening words are omitted: 
(Da sagt er zu ihnen) Ihr Kleinglaubigen, warum 
seid ihr so furchtsam? Und stand auf und bedrohte 
den Wind und das Meer; da ward es ganz stille. 
Die Menschen aber verwunderten sich und s prachen: 
Was ist das fur ein Ivlann, dass ihm Wind und Ivleer 
gehorsam sind? 
The instrumentation ca lls for strings, continuo, and 
all four voices. The key is Bb Major with one flat 
in the signature and all Eb 1 s written in. Modulations 
are to F Major and g minor, as follows: 
Bass soloin g minor, "Ihr Kleingl aubigen ••• rr 
Tenor Recitative in Bb Major, F Major, Bb Major, 
g minor , "Und stand auf ••• " 
Chorus in Bb Major, "Was ist das f ur ein Mann •.• " 
The movement of wind and waves is carried over 
from the previous number in the accompanying figures 
of Violins 1 and 2 in u_nison and Viola. 
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After the short Bass solo, the Tenor entrance is 
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marked ''-pianissimo 11 and the strings change to 
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At the words, "Da ward es ganz stille," the music, 
too, becomes more quiet; and rests in the strings 
and between descending notes grouped in threes in 
the Tenor lead into an unaccompanied vocal passage 
followed by the chorus. 
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The impatient and surprised voice of the Crowd is 
set in ~ and in a dialogue pattern in which Soprano 
and Tenor, as one unit, alternate with Alto and Bass 
as another . While the strings change to a figure of 
quarter note-two quarter rests, to keep alive the 
feeling of descending quiet, the continuo reflects 
the spirit of the Crowd with a sequential rhythmical 
figure. 
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Tenor Aria: Opening the second part of the can-
tata, this aria corresponds in form roughly to a 
binary scheme in that the opening t wo measures of 
the Tenor are repeated with slight change s at the 
opening of the second half of the stanza, but other-
wis e the development is free. 
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The text is a verse from a free composed poem 
of unknown origin: 
Seele, willst du ruhig sein, 
Soll in allen deinen Taten 
Dir dein Wtinschen treffen ein, 
Lass allein den Hochsten raten. 
Seine Gnad ist offen, 
Es hat niemals Leid getroffen 
Diese, die von ganzem Herzen auf ihn hoffen. 
The continuo supplies the sole accompaniment. 
The time signature is again 0; the overall key is 
g minor, but the signature is one flat only. The 
tempo marking is "Andante. 11 
In spite of the peaceful character of the words , 
the musi c is quite agitated, requiring the voice to 
jump major and minor thirds, sixths, and sevenths, as 
well as perfect octaves, most of the time. The only 
extensive melismas are found on the words, "Seele," 
"Taten," and 11raten. 11 
.,.~ - - - - - - - - - - - - - +eV\ 
Sequential treatment of text passages takes place 
several times. 
die vovt ~0111 '2.ern Hu-2evt. 
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Recitative Tenor and Soprano: This recitative 
uses the second stanza of the poem from which the 
words of the preceding aria were drawn. The chru~ge 
fro m Tenor to Soprano takes place at the opening of 
the second rhyme s cheme. 
Ist dir selber dies bevmsst 
Was dir mag zum Besten dienen, 
Suche an ihm deine Lust 
So wird dein Vergnugen grunen. 
Er kann niemand lassen, 
Der sich gl aubig weiss zu fassen 
Und sich seiner Vatersorg zu Uberlassen. 
The duple metre is continued, also the signature 
of one flat. There is no single main tonality; F Ma-
jor and d minor are the predominant keys. The modu-
lation scheme is arranged as follows: 
F g d F d 
~----~v~------J ~•------,v~------~ 
....... Soprano Tenor 
Triadic progressions are frequent in the Tenor sec-
tion, while the Soprano has mostly stepwise movements 
with occasional leaps of a minor or major third or 
sixth. 
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Soprano Aria: The full instrumental ensemble is 
used in the accompaniment of this solo. Again the 
time signatLrre is C, and the key signature one flat; 
the tonality alternates nine times between Bb Ma jor 
and F Major. 
The form is freely binary in that there is a 
division, according to the character of the words, 
into an arioso section and one of dramatic word-
painting. 
The text consists of a third verse from the same 
poem from which the previous numbers had drawn their 
stanzas and to which the next two nu~bers will also 
turn. 
Dunkt dir deine Schuld gleich gross, 
Will dich alles Ungluck kranken, 
StUrtzt gleich Welt und Teufel los 
Dein Vertrauen zu ertranken: 
Lass das Schicksal krachen, 
Dein Err etter wird erwachen, 
Wind, Meer, tmd Wellen endlich stiller machen. 
In the truee opening measures, the first violin 
establishes its obligato line which accompanies the 
voice melismas on the words, 11 kranken" and "trlUlken," 
while the other instruments carry out a simple har-
monic eighth note pattern. The third and fourth 
lines of the text are set to the same music a s the 
first and second lines. See page 86 for an example 
of this treatment. 
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An abrupt change to § on "Lass das Schicksal krachen 11 
changes t he character of the music from lyrical-re-
flective to dramatic . The voice has sharp quick leap s; 
the strings have as cending and descending group s of 
thirty-second notes, 
.,. 
.. 
.. .. 
r . 
.,.~ 
" " r r I I I 
I I 
r • ··liii.L..l T -.,.. ~ lr ' l
Lo a 
.. 
T 'I" .- T 
T I 
r r .. -" r r r r 
I I:E!! I I I 
I I 
-- -=--If----=--
I ~ f I 
... 1!!!1 ... 
I .J' 
I t" 
f I 
dtin Er- rd--4tt" 
- ~ I I - -. 
I 
86 
until there is a sudden return to 4, "pianissimo ," 
and long notes and rests on the words, 11 endlich 
stiller machen. 11 The intensity of the sudden quiet 
is doubly effective in the descending stepwise pro-
gress ion in the Soprano after three measures rest 
in the continuo • 
.J 
--~ 
. ,.. ,.... 
"'"" r •• -
I I I 
:~r""" I 
' 
r T [ .1 I I 
•• 
--
-I I 
"'" 
..I ..1 I I I 
W'> ' .. ..1.1.1 I 
--
•• IL.l.lll 
- -
IY ,, 
""' --
-
..... 
""' 
' ,_ .. .., 
111 r 
I I. I ___ I I •• • r 
-lllU'"' ._~_1 -_1 I I _.l__f", 
~- - I , 
-
._j, 
-I I 
.. , -
' ' 
I 
-
~ A ._ I_ 
,,..,. '- I ... ..L I I' .... I_ 
·"' 1111 I • II. I 
. .. I I_ _I_ 
" ,. 
... 
r/_ 
-~ 
' "'} ~rv • , 7. , - • .,. a. 
erod -1•''-h ~til -lc,.. .stil- ler eVIcl11'"'-' .s~l-le.- ""'"' - c e.., 
.. 
-,..... I • I 
•J 
" 
- - - u• I I r..l I ,. '-' I ,. L T • ..l 1' I 
--
"l 
• 
Recitative Soprano and Tenor: This number re-
verses the formal arrangement of the Recitative that 
is discussed on page 84. The Soprano , however, takes 
a complete verse of the text; the Tenor takes an-
other. The change of the rhyme scheme in the last 
three lines of the Tenor seems to indicate that the 
compilor of the text made some changes to fit the 
thought he was trying to express . 
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Wird die bei Verzug schon bange, 
Scheint die Hilfe zu verweilen, 
Glaub, er schlafe gar zu lange 
Wenn er soll Trost erteilen: 
Alle truben Stunden 
Sind in einem Nu verschwunden 
Wenn man diesen frohen Port des Heils gefunden. 
Fahret deine Zeit davon, 
Sie ist auf sein Buch geschrieben, 
Sterben ist der Sunder Lohn, 
Dessen niemand frei ge£1ieben. 
Willst du wieder leben , 
Er ist ja der Weg zum Leben 
Da uns Gott will leiblich Wesen ewig geben. 
Darum wird er freudevoll. 
This recitative, in the usual C, has a more com-
plicated harmonic structure than its counterpart on 
page 84. The Soprano section modulates freely to 
C Major, Bb Major, g minor, and d minor; it begins in 
F Major but ends in d minor. The Tenor, while begin-
ning and ending in the same keys as the Soprano, i.e., 
F Major and d minor, involves no other keys with the 
exception of two measures introducing a passing c mi-
nor-C Major modulation. 
The Soprano line is primarily a succession of 
skips, many of them arpeggios; the Tenor, on the oth-
er hand, is moving most of the time by step. This 
treatment of the voices is a reversal of that in the 
earlier Recitative. 
1. In the manuscript the word , 11 leben, 11 could not 
be deciphered clearly, and it could well be something 
different. 
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Imitation between the voice and the ·continuo 
takes place once in the Soprano, in diminution , 
and twice in the Tenor section. 
J 
' 
.... 
'IV I .J 
"'V I ,_ ... • t 
ll I I r 1' ~ ""-
I • T~ II" • 
F~ l,- re~ c!ei-ne 2e\'{ ~.,. -"""' 
... ~,. I .,. 
r~ 
- ·-~ I .. IYf, ., I • T T' 
"' f'l ~ !loW , 1" 1" 1 
-
I, I 
,. ~ . I 
- ... • ~-" 
--
....... ...... ,;;;;:::::1 t:::::;; 
Word-painting is esp ecially thorough on the 
word , 11 sterben, 11 using chromatic alterations and an 
initial diminished seventh between voice and con-
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tinuo. 
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Chorus: The final chorus consists, musically, 
of three sections: a Tenor solo followed by a semi-
homophonic choral section, a polyphonic chorus using 
the same thematic material as the opening chorus, 
and a chorale harmonization. Rhythmically the cho-
rale is set off from the rest by being in ~; there 
is, however, no break between any of the three di-
visions. 
The text of the first two sections appears to 
be a single verse but not necessarily related to the 
poem used previously. The words of the chorale are 
the first stanza of a well-known hymn. 1 
Wunderbar sind deine Rechte, 
Dieses, Herr, erkenn ich wohl. 
Gib, dass ich wie deine Knechte 
Stetig nach dir sehe, 
Ewig, Herze2 , von dir flehe, 
Dass an mir zu aller Zeit dein Will geschehe . 
1. cf. "Choralbuch," IVI . Kulke, Editor, Berlin, 
1865. 
2. The word 11 Herze" does not make much sense in 
this context; it was, however, legible enough to 
leave no doubt about it. 
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Wer J esum bei sich hat kann fest bestehen , 
Wi rd auf dem Wogenmeer nicht unt ergehen . 
Wer J esum b ei sich hat , was kann dem schaden? 
Se i n Herz i st tiberall mit Tr os t beladen . 
All instruments and voices partic ipat e i n this 
final number. The openi ng time signature is C, but 
it changes to 3 in the ch orale . The key signature 2 
i s one f l at ; the t onali ty of the first section is 
d minor, that of the se cond and the chor ale i s F Ma-
jor . 
The opening Tenor s olo is accompanied by the 
continuo only . It states the first l ine of the text , 
QUJ~ c Eif tti tf 1 b l)f a n J lrbr 7 
w"'~ - - c:ltr-- - bq,. si,.d. clt!i -- 11e 'K ec.h - -~e 1 dicus, Utrr ... 
t hen the chorus enters, t ogether with the strings , 
singing the first five l ines . The movement is pre-
dominant l y i n quarter and half notes . The last line 
of the verse uses the thematic material of the op en-
i ng chorus, 1rvith minor changes . This results in a 
feeling of unity , even t hough the character s of the 
two parts of the cantata are of a c ontrasting nature • 
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A two-measure instrumental bridge p assage, 
which simply continues the accompaniment pattern, 
leads into the chora le. The chorale melody used 
is not the traditiona l one found in availa ble hym-
nals; it has not been possible to establish its 
origin. The setting is homophonic, but there is 
no doubling betvveen instruments and voices. Each 
line of text is set off from the next by t wo mea-
sures of instrumental interludes. All parts move 
in h a lf notes, except the continuo, which has a n 
uninterrupted movement of quarter notes. The last 
four measures form a short instrumental coda; its 
first two meas~Lres repeat the last two of the cho-
rus, the others are free, forming a V-I cadence. 
Dominica 2 Post ~iphanias: 11 Der Gottlosen Arbeit 
wird fehlen 11 
This cantata consists of two parts as follows: 
Part I - Chorus 
Recitative Soprano 
Aria Soprano 
Duet Alto - Tenor 
Part II - Aria Bass 
Recitative Bass 
Chorus 
Chorale 
39 
17 
42 
27 
30 
34 
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measures 
II 
II 
II 
II 
II 
II 
The arias are either in da capo form or a tri-
partite derivative. The overall tonality is Bb Major. 
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Chorus: The words are taken from Proverbs ll, 
verse 18; the only change in the text was made by 
changing the word 11 fehlschlagen 11 to 11 fehlen. 11 
Der Gottlosen Arbeit wird fehlschlagen; aber wer 
Gerechtigkeit saet, das ist gewiss gut. 
The metre changes three times: the opening Bass 
solo stands in ~; the entrance of the chorus is made 
4 in one measure of 4 , after vvhich the metre changes 
to ~· The key is Bb Major with passing modulations 
to d minor and Eb Major. 
The Instrumental ensemble, consisting of Violins 
l and 2 and Continuo, opens with a six-measure intro-
duction in the form of a dialogue and presents thema-
tic material used by the Bass when it enters in mea-
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The entrance of the chorus adds the Viola to the 
instrumental group during the single 1 measure; in 
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the ~ s ection the instruments i mitate the choral 
passages . 
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The text is set twice in succession , the first time 
Soprano and Tenor are grouped together and Alto and 
Bass. The second time Violin 1 and Bass have similar 
lines with the rest of the voices adding the harmony . 
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Recitative Soprano: This recitative contains 
extensive arioso passages and is built primarily on 
triadic progressions . 
~ t, 1-100 ri~rJJ H car IJ!'AA rrrt 
( - -1 ( ,) t:r-~ot _ ___________ z. .. "'y---
( ) ; 
WCIS hiff~ ei"' i11<- ""'e.r 
The time signature is C, the key signature one flat; 
the basic tonality, however, is g minor, with the 
required Eb 's written in when necessary. There are 
passing modulations to Bb Major and c minor. 
Word-painting is used to describe the descent 
of blessings in a downward moving line, 
and chromaticism is employed to show the poisened 
inside of the fruit. 
96 
The words are freely compo sed and of unknown 
origin: 
Was hilft ein immer muntrer Fleiss 
Wo auch als Segenstau von oben f allet; 
Die s tisse Freud ersetzet nur den Fleiss, 
Der nach des Himmels Schloss die Saat bestellet. 
Weg Unrecht, weg verboten Frucht, 
Die ihr vergift 1 am Kern in schonen Schalen traget 
In welchen Tod und Faulniss reget 
Wenn man der :Mtih 1 Ergotzung sucht . 
Aria Soprano: This is a true da ~ aria with 
string accompaniment. The key of the A section is Bb 
Major, that of the B section F Major; the only modu~ 
l ations are between these t wo tonalities. The time 
signature is again C. 
The text, another freely composed stanza, is di-
vided so that the A section treats only the first two 
lines and all t he others are g iven to the B section. 
Saamen der Gerechtigkeit 
Kann mit sits sen Friichten speisen 
Der schon in der BlUhe weiss, 
Dass sie in der Erntezeit 
Engelsbrot zur Kost verheissen, 
Da der Bossheit Fluch und St~Lrm danieden reissen. 
A two-measure instrumental opening presents the 
total accompanying material. It is repeated after 
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the vocal s ections and partly as background in section B. 
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The Soprano enters in measure 3 but offers only the 
first measure of its solo. 
m~ E § t t 9' tl I r I -
So.o.. Vhth ..lo" &e- reeh- J.(J - keil-
After the r epe a t ed instrumental opening, the voice en-
ters again and continue s , completing the whole A sec-
tion which ends with three instrument a l measures. ~'he 
B section has closely related thematic materia l 
$£ x c c & t t1 t: I e t t t t t if c 
and uses the strings only intermittently. 
The only extensive melismas occur on "speisen" 
and "reissen," the l a t ter being the onl y a tt empt at 
musica l des cription in this number. 
'~ tJIHlif tJ! ttcr I t I 
srei - - - - - - - - - - .Se\"\. 
~j 
rei - - - - - - ~e"t 
Duet Alto and Tenor: This duet is a fine example 
of ABA form as well as i mitative writing between both 
voices and continuo. The two outside sections stand 
in g minor, the center section in Bb Major with pass-
ing modula tions t o bb mi nor and F Major . The metre is 
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duple , C. 
The text is a shortened version of Galatians 6, 
verses 7 and 8 . The parts used in this number read: 
••• Denn was der Mensch s a et , das wird er ernten • 
•. • Wer aber auf den Geist s aet, der wird von dem 
Geist das ewig e Leben ernten. 
After the initia l line , the words 11 das ist g ewiss gut" 
have been inserted. 
The i mitation of the A sect i on between Continuo 
and Tenor is only partly carried out , but it is strict 
between Alto and Tenor . 
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In the B section the Continuo has a n indep endent line 
based on a rhythmical figure . 
q~ £ £l Q tP Ei I U:f ij 51 G I m 
" b • ' 
The Tenor, and after him the Alto, c a rrie s t h e s econd 
line of the text, us i ng simil ar mat e ria l s but in a 
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diff erent manner . 
$CkJ~ ' t r t 1 t r I JJJj JJ;g 3' ot 1 
wu 01 - l1u· cu.tf lllt~ot li~•"J f .$0 - - - - - - - - e+ 
The rep etition of 11 A11 is literal excep t for the add ed 
two measures for a Continuo codetta . 
There is no word- p a int i n g ; however , sequential 
treatment of text passag es occurs several times in both 
voices . 
$ek1 ~ r ; r 1 3 ~ 11; 1 r : 1 t c ' 
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~k)5 J l~t J ¥ I Er r; f Ii • t J ~ t t [;' 
"' 
atr ..,,'rd VOH c(eM1 Geo'.st dtr "'ird V""' d t K1 Geisl - - - -
-
Aria Bass: This, too, is an example of trip artite 
fo r m but different in nature from the preceding one . 
The t wo outsid e sections ( A) are completely instrumen-
tal and are label ed 11Rittorn . 11 Its thematic material 
is used literally i n the opening line of the Bass solo , 
while the sec ond vocal l i ne i s making sequential use 
of one p articu lar fi gur a tion . 
The metre is 18
2 and t he key F Major ; t he onl y 
modulation is a pas s ing one to C Major . 
The text is another 11madrigal ian 11 comp os i tion 
and coul d not be trac ed . 
Seel e , wlins chst du Gott zu haben , 
Mu sst du hier i m Tranent al 
Kurnrnervolles Elend l eiden . 
Scheue weder Not no ch Qual 
Weil die Armut dieser Leiden 
Einst wi rd Himmel- IV1anna werden . 
The thematic material of the 11Rittorn . 11 is car-
ried by the f irst Viol in ; 
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when the Bass enters in measure 8 , i t u s es t h e first 
three measures literal l y , then continues with slight 
changes . 
q~ ~· [ : a E u c: p:r c ' t t r t ct ' I t 
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A sequential section is based on the first group of 
three eighth notes as found on the second beat. 
'I> EJ c a e rJ- c I r J a ' u t a ' I f t 
wei\ c.lit Ar - W!H~ dlt: - su· Lt,·-~tl1 tit-15~ ~o>ircl H ,·IM 101tl M~ H ~11~ c,era/e11. 
Recitative Bass: The Continuo instruments supply 
the only accompaniment in this dramatic recitative. 
Starting in the key of Bb Iviaj or, it moves through sev-
eral modulations of alternating g minor and F Major 
before ending in g minor. The metre is duple with the 
signature of C. 
The text is a paraphrase of 1. Corinthians 3, 
verse 8: 
Wie du getan, so wird dir auch gelohnet; 
Gedenke stets daran, dass Gottes Strafgericht Bose 
nimmer schonet; 
Es folgt das Fleisch n~Lr dem Verderben nach, 
Wohin dein Zug dich fuhrt, da ist nur Tod und Rach'. 
Tier Geist allein kann doch zum Leben leiten 
Und dir den Weg zur Seligkeit bereiten. 
Geh wohlgemuht, der Lohn, der dir bestimmet 
Ist ein gewisses Gut obschon der Trubsal ••• 1 
••• auf dem engen Pfad vi el •.• sterben 
The voice movement is predominantly stepwise with 
an occasional leap of a fourth, fifth, or octave. 
Word-painting is carried out extensively: there is a 
1. Several passages in this verse could not be read 
and had to be left blank. 
long melisma on 11Rach 1 ," 
R"c.h' - - - - - - - - _ 
chromatic alterations on "Bose," 
So _ - - - - - 5e 
and ascending lines signifying the way toward life. 
~b 7 c t t !! . i I £ E 
Chorus and Chorale: This final tutti section is 
divided into three parts: a homophonic ~ section, a 
polyphonic 4, and the chorale. There is no thematic 
relationship between any of the sections, nor is there 
recurrence of any previously used thematic material . 
The signature of two flats indicates Bb Major; 
the first part begins in B~ Major, but, after moving 
throu gh F li!Iaj or and d minor, it ends in g minor. The 
! section op ens in g minor and returns to Bb Major; 
the chorale stands in Bb ~a jor throughout. 
A curious rhythmic development take s place in the 
3 section: for three measures the metre alternates be-2 
tween i - ~ - i without the benefit of a signature 
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change, a s if s ync opation s hould be avoided at all 
costs . It is , however , s i gnificant that it occurs 
on the words 11 Leid und Pla gen . 11 
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The wor ds of t he first t wo se ctions form one 
verse , the origin of wh ich could not be determined . 
St eh , H~chster , mir zur Seit 
Wenn , Vat er, Leid und Plagen 
In ..• Wi derwartigkei t 
Ich hier die Fr·i :ichte s oll zu jenem Leb en t r agen . 
The chorale text is drawn from Paul Gerhar dt ' s 
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(1606-1676 )1 p oem, "Schwing dich auf' zu deinem 
Gotte," verses 16 and 17: 
Gottes Kinder s a en zwar 
Traurig und mit Tranen; 
Aber endlich bringt das Jahr 
Wona ch sie s i ch sehnen. 
Denn es kommt die Erntezeit, 
Da sie Garben machen, 
Da wird all ihr Gr am und Leid 
Lauter Freud ' und Lachen. 
E:L so f ass, o Christenherz, 
ALle deine Scrunerzen, 
W:irf sie fr ohlich hinterwe.rts, 
Lass des Trostes Kerzen 
Dich entzunden mehr und mehr, 
Gib dem grossen Namen 
Deines Gottes Preis und Ehr, 
Er wird helfen . Amen. 
The ~ section op ens with a t welve-measure in-
strumenta l introduction vvhich serves a s thematic 
source for the chorus • 
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:L. Paul Gerhardt's Geis tliche Lieder, 3rd Edition, 
Stuttgart, 1861. 
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The i'irst line of the text is set t wice; the second 
time it is preceded by t wo measure-long chor d s on 
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Occa sional doubling t akes p l a ce between Violin 2 
and Sopr ano and Viola and Alto . The 4 section op ens 
with a n i mita tive entrance with the initia l eighth 
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note figuration utilized in the accompaniment • 
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An i .mi t ati ve bridge pas s a ge in the instruments, bas ed 
on the op ening vocal i mitation, leads to the chorale • 
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This simple four- part harmonization features continu-
ous eighth not e mo vement in the orchestra with occa -
s iona l doubling of the voc al lines . 
The des criptiveness of the musica l setting is re-
strioted primarily to convey ing the gen eral mood . An 
extensive melisma on "tragen 11 signifies the pro c ess 
of carry ing , and the previously mentioned rhythmi c al 
change on 11Leid und Plagen 11 is the only other i nd ivi-
dual case of wor d- painting . 
Festo Purificationis Mariae : 11Mache dich auf , 
werd e Licht 11 
The arrangement of numbers in this t wo - part can-
t ata i s as follows : 
Part I - Ari a Bass 65 measures 
Duet Soprano - Tenor 25 II 
Recitat ive Al to 20 
" Aria Soprano 24 II 
Aria Tenor 102 " 
Part II - Aria Alto 36 " Re citative Bass 10 " Duet Soprano - Alto 6 " Recitat ive Tenor 12 II 
Chorus 45 II Chor ale 
The overall tonality is a minor. 
Ari a Bass : The instrument ation calls for Oboes 1 
ru1d 2 , Violins l and 2, Viola , and Continuo as ac c om-
p:mying instruments . There is a division i nto three 
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sect:Lons a ccording to the text : a quick- moving op en-
ing in !' a change to "adagio" on "Finsternis bedek-
ket das Erdreich, tt and a ~ final section with obligato 
Oboe ~3 on 11 -Li.ber dir gehet auf der Herr . 11 Opening in 
a minor the harmony soon becomes primarily C lVm j or, 
changing t o Bb Ma jor and F Ma jor in the 11 adagio;n the 
whole final s ection stands in 0 Major . 
The words a r e t aken from Isahia 60, verses l and 
2 : 
Mache dich auf , werde Licht, denn dein Licht k ommt , 
und die Herrlichkeit des Herrn geht auf tiber d i r. 
Denn siehe , Finsternis bedecket das Erdreich und 
Duru{el die Volker; aber uber dir gehet auf der 
Herr , und seine Herrlichkeit erscheint U.ber dir . 
A twelve- measure instrumenta l introduction pre-
;~nts all t he t hematic material used in the ! section • 
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The main theme , carried by Oboes and Continuo in 
imitation against a harmonic backgr ound of strings, 
i s t aken by the Bas s for its entrance in measure 13. 
q" t i t r ,. 1 t ' , t i' t f , t 1 r 
The main a ccompanying figL1rat ion of the strings is 
also presented in the introduction. 
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The j~irst Oboe supplies the obligato line to the 
first Bass melisma on 11Herrlichkeit; 11 
- _ - - _ t>J..keit 
during the second melisma, which is a four- measure 
voice p edal on g , all ins-truments ent er into an imi-
t ative passage based on the material from the intro-
ductj_on and the Oboe obligato. 
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During the "adagi o" the Oboes are tacet; st rings 
and Continuo move in a pat tern o:f :four eighth notes 
and a half' note • 
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section op ens with a thre e- measure introduction 
by the Oboes , which supply most o:f the accompaniment . 
1!fuen t he strings enter during the l ast three measures 
o:f the Bass solo, the :first Violin double s the :first 
Oboe; in the ins t rumental coda both Violins and Oboes 
double . The first t wo measur es o:f t h is coda use the 
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first t vvo measures of the Oboe introduction to t his 
section, but then it continues freely . 
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The music follows the words very c a refully. 
The coming of the light is sjmbolized by the change 
fr om a minor to C Ma jor, the darkness on earth is 
depicted by the use of the lowest, "darkest" regis-
ter of the instruments, and a long ascending line 
r~presents the rising of the Lord in the light of 
His glory . 
!t.J 
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Duet Soprano and Tenor: This is a continuation 
of the previous text, Isahia 60, verse 3: 
Und d ie Heiden werden in deinem Licht wandeln und 
die Konig e im Glanz, der Uber dir auf geht . 
The setting is in dialogue form, in a minor, 
with Continuo accompaniment ; only after the voices 
have ended , do the strings enter for a four- measure 
coda based on the vocal materia l. The metre is du-
ple, with a signature of C. 
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.... The ba sic thematic mat erial is t hre e me asures 
long . 
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For t he second l ine of text s l i ghtly d ifferent rna-
t erj_al i s used . 
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The melismas on 11wa ndel n 11 and "aufgehet " are 
examples of J ohann Lu dwig ' s charact eri stic trea t -
ment of words signif ying movement. 
Recita tive Alt o : The u se of the dark - colored 
femal e voice in its low reg i s ter i s well suited for 
the mood of the text which d escr ibes a gain the dark-
nes s on earth . The words are f ree comp osed and of 
unkno1.vn origin . 
Siehst du , verdUs t ert Aug ', d e r Ewigkeit en St rahl, 
Siehst du die Herrlichkeit, die dir bestimmet? 
Sein •.• l besti~~t der Sterne Zahl , 
Weil er aus Gottes Schoss entglimmet . 
1. The missing word c ould be 11 Glanz," but it was 
imp ossible to tel l definit ely what was int ended . 
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Er zeigt der ganzen Welt wie er aus Finsterniss, 
Gleich wie im Anbeginn, vermoge Licht zu bringen, 
Da nun die schwarze :Nacht vor ihm entfliehen 
muss. 
Wie solltest du denn auch durch deine Nebel 
dringen? 
The accompaniment is given to the Continuo . The 
key is a minor, with modu l ations to d minor and g mi-
nor. The vocal line moves primarily stepwi se ; a few 
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triadic progressions occur , both ascending and descend-
ing. 
~ 1 t- t &~~ ~ 1- 13 j ff E~1 J-..,/. , , 
£l.c..(S. Go*·~es Se.ho]'3 fi11- sleY- nis1 ale,·J.. wje .Z..._ An-be- 3 ittr.-. 
The only arioso passage occurs on the word "Nebel." 
Aria Soprano: The formal construction of this 
aria is A, A', A' 1 , A''', A. In each section , parts 
of the preceding one are used literally with added 
variations or new materials. The scoring is for 
voice and continuo only; the p iece st ands in e minor 
with modulations to G Iviajor and D Ma jor. The time 
signature is C. 
A t wo and a half-measure introduction by the Con-
tinuo pr esents the opening phrase of the basic theme. 
The entrance of the Soprano uses and elaborates on 
it. 
weich~ --
The words a re a free composed stanza; the first 
four lines are set twice, the last two are set once . 
Weicht, ihr Schatten, 
Denn des Hirnmels Gnad 1-md Schein 
Bricht in voller Pracht herein 
:3ich mit meinem Geist zu gatten . 
Weicht, ihr Schatten, 
Weil da s Licht mein Heil will sein. 
After the vocal ending the Continuo repeats its i n-
troductory measures . 
The order for the shadows to disperse is given 
in an ascending melodic line. 
The Continuo, once it finishes stating its phra s e , 
uses an uninterrupted mo vement of sixteenth notes with 
a pedal on d in the sections in G lVIajor and D Major 
and with a pedal on b in the ones in e mi nor . 
Aria Tenor: The instrmnenta tion calls for Oboes 
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a n d Vio l ins in unis on , Viola , a n d Continuo . The 
thematic materia l i s a rra ng ed so t hat it mo v e s f ree-
ly b a c k and forth between v oice and i n strument s . The 
formal stru ctu re i s r ou ghly A- A1 - B-0-A1 - A. The in-
traduction of t he aria compris e s t he A section , and 
p a r t s of it mo ve i n t o A' and are u s ed in reverse or d er 
in the instrv~ental c oda . A', B , and 0 e a ch are one 
l ine of t h e text , vvhich i s taken f r om Luk e 2 , ver se s 
29- 3 2 . 
Herr , nun l .. s s e s t du deinen Di ener in Frieden f a h-
:ren , wie du gesagt h a st , 
d enn meine Au g en haben d e i nen Heiland ge s ehen , 
welch en du bereite t hast vor a llen Vol k ern, 
e i n Lich t zu erleucht en d ie Heiden , und zum Pre i s 
d eines Volk es Isra el . 
The a ria s t ands i n G Ma jor with modulations t o D 
Ma j or a nd e mi n or . The time s i gn a ture is ~ · 
The ins trumenta l introdu ct i on is e i ght me a sures 
l ong . 
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The line of the first Violin conta ins the material 
which, slightly varied, is used in the first en-
trance of the Tenor . 
.Die 
The second Violin c arries the mat eria l used in the 
second Tenor entrance and forms the basis for the 
continuation of' this entrance which is later t aken 
over literally as an answer in the strings. 
r 
The B section opens with a t wo- me a sure phrase 
i n t he voice, which i s rep e ated by the instrui11ents , 
after which the Tenor continu es with Continuo accom-
paniment only. The strings enter again during the 
latt er part of thi s section and supply the harmony 
to the setting of 11 welchen du bereitest hast vor 
allen Vol kern. 11 
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The final section, 0, i s a di alogue bet ween 
Tenor and strings . There are i mitative entrances as 
\Nell as l iteral rep etitions of short voca l phrase s by 
the instrmnents . 
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A long melisma on "Preis" is begun in t he Tenor and 
cont i nued in the Violins and Obo es . 
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Ari a Alt o: The second part of t his cant at a opens -
with an aria in a strophic form : ea ch of t he three 
coupl et s of t he t ext i s s et in a slight l y diff erent 
manner 1Ni th an i nstrmnent a l rittornel lo as an int ro-
duction and coda a s well as a bri dge passage between 
verses . 
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The thematic materia l of the rittornello i s used 
literally fo r t wo measures in the voice, 
J ! Jj J 
then the Al·to develop s it freely . The second coup -
let is set to the s ame basic theme but transposed a 
third lower and with a d ifferent development . 
&(k) i' ~ ~ "'!!lo J I 41 ~ - - i ' f [; 
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The third setting , too , is based on the materia l in-
tra du c ed by the rittornello but with s til l another 
variation. 
The aria i s marked "Allegro , " the met re is 1J, 
and the k ey is C Major wi t h modulat i ons to a mi nor 
and e minor ( s ec ond couplet) and G lVIajor (beginning 
of third couplet) . 
The text is a free composit i on, its author is 
not knovvn . 
Herr, dein Wille ist geschehen, 
und me:Ln Herz ist f r eudevoll 
Weil i ch deinen Sohn gesehen , 
der mich selig machen soll . 
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Las s j_hn noch •.• der Erden 
Prei s ·, : Heil und Heil and wer den. 
Johann Ludwi g ' s pr a ct i ce of s ett i ng wor ds per-
t a ining to joy, pleasure, prai se , and happ iness to 
long melismatic passages is demonstrated in the 
treat ment of the ·word 11freudevoll . 11 
~{!Q m Jll llJl m J. 'l D l;l; 
fre!.(. - - __ _ ate- , v o ll 
Recitative Bass - Sopr ano - Alto: Thi s recita-
tive consis t s of t wo s ections following each other 
without a break . The first is a true secco recita-
tive for the Ba ss , the sec ond an arioso recit ative-
duet between Sopr ano and Alto. The declamatton of 
the Bas s 
serves as t he t h ematic germ for the i mit ative d i a-
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logue between the t wo female voices . 
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The Bass sect ion begins in a minor and ends in 
e minor; the duet is j_n 0 lv.ia jor throughout . The 
metre is , of c ou:rse , 4 4 " 
The text is another stanza of unknoYm origin . 
Dein Reich i s t j a dem ~Henschen zubereitet , 
Ich bin e s ganz allein , dem du es hast bestirnmt . 
Sie~ wie der Sat an no ch viel bl ind e Seelen l e itet , 
Und s i e in Finsternis gef angen nimmt . 
The second part of' this verse , which has its first 
lin e sung by the Soprano and Alto, i s broken up i nt o 
tru:-ee sections; the second is given to the Tenor re-
citative which foll ows the duet , and the third is 
t aken by the fina l chorus for its polyphonic section 
preceding the chor ale . The complete verse wi ll be 
given here, but e a ch line b elongi ng to one of the 
thre e sections will be set of'f from the next by a 
double s pa c e : 
Lass im1en ebenfalls so hohen Gl anz alilgehen . 
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Tritt deine Fackeln1 aus durch dein a llkr afti g 
Wort, 
:Oass sie auch gl eich TNie wir nach de i nem Chri-
s t um sehen. 
I.ass, Hochster, dies en Wunsch geschehen, 
Und fi.ihr' durch dein en Sohn uns nach des Hi mmels 
! 'f ort. 
Recitative Tenor: Of the t wo lines of text the 
second is set twice in a quasi-arioso manner. The 
Continuo has, each time, a very distinctive accom-
parrying fi gur at i on. 
....... 
J 
The tonality i s a minor with a pas s ing modulation to 
C Ma jor. 
Chorus : The coupl et of the text (see t op of pa ge) 
is set three times : the first time is ba s i cally homo-
ph onic but conta ins t wo short Sopr ano solo s ; 
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1. Th e word 11 Facke l n 11 may mean something els e . 
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the sec ond setting , separated from the first by a 
t wo - measure i nstrument a l bridg e , uses b a sic a lly the 
same thematic materi a l but cont a ins a t wo - me a sure 
Sop r a no- Alto s olo; 
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the fina l sect i on follo vvs immediately a f te:r- the 
Sop r ano - .tU to solo a nd is a homop honic s e quence . 
'·,r· 
"!!;"" 'I" • 
., r , • • I ' IJo It u . 1 r T 
' 
-, T 
"'r1..1 L..l .... .I I u 
\, n.t 
f;tL,r c{ .. ,d .• .tei-~e"" ...... J 
"' .. "' SeL. ... .... s ..... .t, .,(e~ IIIIM~MMS ?few-~, 
-
~ 
-Tl.#' I I I I --. "t ... ... ... ~ I' I I ... I 
" • "' • 
., 
-. 
, 
.l. .I ..! 
"' 
... .. .. 
-IFV 1 • - • 
.. 
-..- • .. -ll/ 
'' 
1..1 J 
' 
'7 T I ":' • ":" I <4 1" ~ ..... 
-
'""' 
.... I r ... 
....... o( f.:.i&..... c.L .... d., 
clei "''"' SoL.. .... ...._s ,.c.d,. ol.es u,._ ... eiJ ?for~ ,_.J.. 
~ -11- J 
.......... 
' "" 
I · - • • I I • ; .... I' I 
"' 
I 
-
"" 
r 
-IJ 
.l 
J 
A trrree-measure instrumental bridge passage leads to 
the chorale in a simple four-part harmonization with 
the instruments in free polyphony. 
The instruments, with Oboes and Violins in uni-
son, double the voices only in a few places and never 
for any great length of time. 
The chorale text is by Lazarus Spengler (1497-
1534) and consists of verses 5 and 9 of the hymn 
"Du.rch Adams Fall."1 
Er ist der Weg, das Licht, die Pfort, 
Die Wahrheit und das Leben; 
Des Vaters Rat und ew 1 ges Wort, 
Den er uns hat gegeben 
Zu seinem Schutz, dass wir mit Trutz 
An ihn fest sollen glauben, 
Darum uns bald kein ~acht un~ G1walt 
Aus seiner Hand wird rauben. 
Meinen Fussen ist dein heilig Wort 
Ein brunnende Lucerne, 
Ein Licht, das mir den Weg weist fort 
So diese Morgensterne 
In uns aufgeht, sobald versteht 
1. Schatz des liturgischen Chor- und Gemeindegesan-
~~' Vol. 3. Ludwig Schoberlei~itor, Gottingen: 
Vanderhoek and Ruprecht, 1868. 
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2. A different version of this verse is given in 
Christliches Gesangbuch ••• , Basel, Gebrtider v. Mancken, 
T792. Since in the cantata manuscript only the first 
three words of each verse are given, the other version 
of the text will be offered as alternate choice. 
Er ist der Weg, das Licht, die Pfort, 
Die Wahrheit und das Leben; 
Des Vaters Rat und ewig Wort 
Zum Heiland uns gegeben. 
Dem Feind zum Trutz umgibt sein Schutz 
Uns alle, die wir glauben, 
Er ist der Hirt, die Seinen wird 
Aus seiner Hand nichts rauben. 
Der Mensch die hohen Gaben 
Den Gottes Geist den g'wiss verheisst, 
Die Hoffnung darin haben, Amen. 
The chorale melody used is, according to the 
Schatz des liturgischen Chor- und Gemeindegesanges, 
a traditional one dating back to 1535.1 It is there 
given as follows: 
I e e e Q - d J d ' 4 o ; J e 
After each verse of the chorale, a five-measure in-
strtunental codetta follows. It is basically the 
same as the bridge passage between chorus and cho-
l. In the Christliches Gesangbuch the melody is 
given as: 
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rale, with the opening phrase of the chorale in the 
Continuo. 
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The basic tonality for this final number is 
a minor. In the first part of the chorus modula-
tion takes place to C ~~jor; in the chorale the 
modulations are to d minor and F Major. Both sec-
tions are in 4· 
Festo Joannis Baptistae: "Siehe, ich will meinen 
Engel senden. 11 
This cantata is divided into two parts, with 
its individual numbers arranged as follows: 
:Part I - Chorus 
Recitative Soprano 
Aria Soprano 
Aria Bass 
87 
45 
48 
34 
measures 
" II 
It 
., 
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Part II - Aria Alto - Tenor 60 measures 
Recitative Tenor - Alto 21 It 
Chorus 
69 " Chorale 
The instrumentation calls :for 2 Oboes, 2 Violins, 
Viola, and Continuo and :four voices: Soprano, Alto, 
Tenor, Bass. The basic tonality o:f this piece is Bb 
Major. 
Chorus: The words come :from Malachi 3, verse 1; 
they are set in such a manner that the chorus is di-
vided into several sections, as :follows: 
Tenor solo - Siehe, ich will mei-
nen Engel senden, 
der vor mir her den 
Weg bereiten soll. 
Soprano - Alto duet and chorus - Und bald wird komrnen 
zu seinem Tempel der 
Herr, den ihr suchet 
Soprano - Alto duet 
Soprano, Alto, Tenor 
Bass solo, alternating with 
Chorus 
- Und der Engel des 
Bu.ndes 
- den ihr begehret 
- siehe, er kommtt 
spricht der Herr 
Zebaoth. 
Each section has its individual thematic material, yet 
they are related in character. Rhythmically, too, 
they di:f:fer :from each other. The :first and third sec-
tions are in~' the second, :fourth, and :fi:fth in~· 
Harmonically the :first section stands in Bb Major; the 
second in Bb 1~jor and F Major; the third in g minor; 
the :fourth in c minor, F Major, and Bb W1a. jor; and the 
:fi:fth in g minor, F ~fujor, and Bb Major. 
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The number opens with an instrumental intro-
duction of twelve measures. Violins and Oboes 
carry on a dialogue i ntroducing all thematic ma-
terials for the Tenor sol o section; the Viola is 
tacet. 
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When the voi ce enters, i t u ses t he opening mea sures 
of the introdu ction with an echo in the i nstruments: 
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Oboe 1 literal , Oboe 2 and Violins in inversion • 
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A :few measures o:f Tenor, with Oboe 1 obl i gato, is 
f ollowed by a short dial ogue between voice and 
Vi olins. 
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Three measures of Oboes alone, in thirds, leads to 
the last p~t of this section with Oboes and Vio-
lins participating. 
The Soprano - Alto duet, with Continuo only, 
is a canon on the fourth below, five measures in 
length, with a two and a half-measure lead in the 
Soprano. 
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Vfuen the Bass enters together with the strings and 
Oboes in the sixth measure, it uses the same rna-
terial but carries it strictly only for two and a 
half measures. The same is true of the Tenor en-
tering in measure 8. Once all voices are active 
the material is freely used and developed. 
Section three, Soprano and Alto, uses the Oboes 
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as the accompanying instruments. The thematic ma-
teri:3.1 is based on the inverted figure of the second 
Violin in the first two opening measures. 
f 
It is repeated three times, first in the voices, 
then in the Oboes, and finally again in the voices. 
The Oboes continue as the only accompanying in-
struments, besides the Continuo, in the Soprano -
Alto - Tenor section. This is an imitative setting 
consisting of two parts: the first i mitation in the 
order of Oboe 1, Oboe 2, Tenor, Alto, Soprano; 
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the second in the order of Oboe 1, Oboe 2, Soprano, 
Tenor , Alto. The material of the second imitation 
is related to that of the first. 
The Violins t~ce over the accompaniment in the 
Bass solo and chorus section. The thematic material 
for t he first Violin, as well as for the Bass, is 
derived from the first Soprano - Alto solo. 
The same source is noticeable in the theme of the 
chor al i mitation at the end of this number. 
J 
17 ... .. 
... ... r"• .... .. 
1""1 ., I 
-------
1 r, r r ~ 
... u . 
--
1,;3, I I ... 
"""" -er ko..,. ... + 
- - -
elf" ko""' ""' t -
1 
.... , ... w 
-""-
_,._ 
'" 
, 
• lA , .,... ~ _, I ~ I ,. 
.L ~ • I 
"" • 
~ !-.J 
T ····t~-J -
k•""'-" er 1(., ....... -1, e-, ko ........ t -~,. - - - -l 
' 
r• 
' ·"/ _....._ .. L I r • 
'"" 
r ~ I v 1..1 
-
.... 
-er ko&M ... t 
- -- - U' l{o..,..., ~ e.r 
' ~ 
--
.#._ _- ~ 
_L _1. I T# • . 
"' 
... t 
"" 
... T . J:!IIol. r• . ..~ , I I.. T 
.. 
.., , .. 
I 
133 
In the tutti sections the Oboes double the Violins. 
Recitative Soprano: This is a true arioso-type 
recitative. The opening measures of the Continuo 
supply the thematic material for the first vocal en-
trance. 
Unll.ke most recitatives, this one has a loose but 
recognizable formal scheme: after the introduction 
the next three measures form one motive and the fol-
lowing three measures form another. The first sec-
tion, A, is then repeated with slight changes towards 
the end, and the second, B, is repeated with notice-
ablta changes and transposed down a fourth. This 
ABAB' is followed by a final section C. 
Triadic progressions are the main characteristic 
features; another is the slow-moving continuo line in 
declamatory passages 
arj_oso sections. 
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The harmonic scheme revolves around g minor; 
there are modulations to Bb Major, F Major, and 
c minor. Little use is made of chromaticism for 
word-painting; there is, however, one setting of a 
phrase expressing discontent. 
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The text consists of several free comp osed 
stanzas which could not be traced to their source. 
Ist's nicht genug, dass Gott uns Gutes zeigt, 
Und dass die Hilf' geschieht, wenn wir es nicht 
Yermeinen? 
Will er der Hoffnung auch von fernen schon 
erscheinen 
Und wie er sei zu unserm Wohl geneigt. 
Die Liebe ist zu stark, sich lange zu verhehlen, 
Sie sagt, was er zu unserm Heil bestimmt, 
Und was sein Vaterherz vor treue Sorgen nimmt, 
Dass seine Kinder sich nicht lang in Unmut qualen. 
Eh er selbst bricht herbei kommt seiner Boten 
Heer, 
Und predigt vor ihm her, von seinem grossen Namen, 
Sein Wort verspricht den teuren Weibes Saamen, 
Sein Engel macht dir Bahn zu seiner Ehr. 
Will er dadurch die Herzen nicht bereiten, 
Die ihm zur Wohnung ausersehen sind, 
Dass er sie wurdig find 
Mit Dank nehmen an so holde Gnadenzeiten. 
Aria Soprano: This aria is in da capo form, with 
a :four-measure instrumental introduction which is not 
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included in the repeat. It does, however, furnish 
the basic materials for the accompaniment. 
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The Oboes have an independent line throughout, 
often in dialogue with one another or with the 
stri ngs. 
The piece stands in Bb Ma j or during the whole 
A section; section B is completely in g minor. The 
time signature is C. 
The text is a paraphrase of the words used in 
the opening chorus: 11Und bald wird konunen zu seinem 
Tempel der Herr." 
Gott, der kommt zu seinem Tempel 
Und zu seiner Ruhestatt, 
Die er sich erwahlet hat. 
Seele, zeug durch dein Exempel, 
Wie so holder Gnadenschein 
Witrdig muss empfangen sein. 
The Soprano states its thematic material in the 
fi.rst two measures. 
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The first three lines of text are set t wice during 
the A section; the second time the thematic mater-
ial is varied considerably, and the accompaniment 
changes from the sixteenth note figuration of the 
instrumental introduction to pizzicato eighth notes. 
Between the end of the vocal line and the beginning 
of section B, the instruments insert their opening 
measures. Section Buses related thematic material 
in the Soprano. The instrumental figuration appears 
in strings and Oboes alternately. 
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The sequential treat ment of text repetitions 
is practiced several times. 
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Extensive melismas occur only on the words "Tempel" 
and "empfangen." 
The change from sixteenth notes to eighth notes com-
bined with a stepwise progression and pizzicato 
strings on the words "zu seiner Ruhestatt 11 is an-
other example of word-painting. 
Aria Bass: The text for this aria was taken 
from Luke 2, verse 68. 
Gelobet sei der Herr, der Gott Israels1 denn 
er hat besucht und erlost sein Volk. 
The formal structure of the piece is derived 
from the treatment of the words. 11 Gelobet sei der 
Herr" is set three times; the first two times are 
alike and the third is extended to include 11der 
Gott Israels." These last words are also repeated, 
once partly and once in diminution. The second half 
of the text is set to new material, after which the 
first half is repeated and extended by a short co-
detta based on and using the words of the first the-
matic phrase. In diagram the form would read: 
A A ab b' b 11 c A' A ab codetta. 
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The accompaniment calls for strings and Con-
tinuo, with the Violins i n unison. The strings are 
restricted to a single f i guration, 
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while the Continuo imitates the voice several times 
and in many places moves in intervals of thirds or 
sixths. 
The aria stands in g minor; the key signature 
is, however, one flat. Modulations are made to 
F Major, Bb Major, and d minor in various places. 
The time signat ure is C. 
The main thematic materials are: 
section A, 
9ad f fEt! t£ £q r c tr ~ tS f l c ~· J 
c;]e-lc - - - - be+ 1 ~e. -lo --bet sei chr Herr 
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section b, 
r J r 
de..- GoH Is - r~- e-1 
section c. 
Word-painting is kept to a minimum in this aria; 
the only true examples are the melismas on the words 
"gelobet" and 11erloset." 
The second part of the cantata opens with an 
Aria for Alto and Tenor in da capo form. The first 
section, A, consists of two subdivisions: the first 
is divided into two seven-measure phrases connected 
by a one-measure bridge passage; phrase two is a re-
petition of phrase one transposed a fifth higher and 
with Alto and Tenor exchanging parts. 
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The second subdivision uses material £rom the £irst 
but develops it in a di£ferent manner. 
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' The second section, B, is an imitation on the £ifth 
which is repeated with both voices exchanging parts 
and extending the final measures. 
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The Oboes are used as concertizing instruments 
in dialogue with the voices in both sections. 
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Whenever the strings are employed the Violins and 
Oboes double. 
Again we find words indicating movement set to 
stepwise progressions, 
1ttf3 olie.h, G.H, be· we - - - - -
- - - - ~e'-\. 
praise is set melismatically, and the infinite period 
of time is depicted in the drawn-out melisma on the 
word 11 ewig. 11 
e - - - - - - - - - - - - - - - "''3' 
The key signature is again one flat, but the to-
nality is g minor. Section B stands primarily in 
Bb W~jor and modulates to F Major, Eb Major, and d mi-
nor; the A section leaves g minor only for very short 
moments to go into d minor or Bb Major. The metre is 
duple, C. 
Although the words are taken from a hymn, it was 
not possible to make a specific identification. 
Preis und Ehre, Lob und Ruhm 
Tragt mein Herze dir entgegen, 
Lass dich, grosser Gott, bewegen, 
Mach darin dein Heiligtum, 
Dass fur deine Treu und Lieben 
Ich dir ewig bleib verschrieben. 
Recitative Tenor and Alto: This recitative, as 
well as the final chorus, makes use of a free composed 
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verse. 
Tenor: Ich, der ich lang mit Finsternis umfangen, 
Komm nimmer zu dem Licht ohn' deiner Klarheit 
Schein; 
Ich, als ein Sundenknecht, kann keine Frei-
heit mehr erlangen, 
Wo du nicht selbst willst mein Erloser sein. 
Alto : Besuchest du mich nicht, so bleib ich gar 
verlassen. 
Chorus: The chorus opens with a continuation of: 
Alto solo : Es steht mein ganzes Wohl allein bei dir. 
Tenor solo: Erleuchte, rette mich, komm, lasse dich 
um£assen, 
Dass ich dein Heil erblick, und dass es 
wohn in mir. 
The last two lines of the Tenor solo also furnish the 
words for the chorus. 
The Tenor recitative, of the true secco type, 
opens in Eb Major, then moves through Bb Major and 
c minor to g minor, under a key signature of one flat 
and a time signature of!· The short Alto section 
opens with a Continuo/voice imitation in ~ and stands 
in Bb Major. The one flat key signature is replaced 
at the opening of the chorus with two flats; the 
metre changes back to C. The Alto solo at the begin-
ning, in g minor, is answered by the Tenor solo in 
the same key but in contrary motion and in imitation 
with the Continuo. 
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After the completion of the Tenor solo in measure 9, 
the Bass enters with the theme for the chorus, in 
Bb I~jor, which is nearly identical with the thematic 
material of the opening chorus (see pa ge 131}. 
The entrance of the voices here is Bass, Tenor, Alto, 
Soprano. The theme is not used in its entirety; only 
the first t wo and a half measures are t aken. The de-
velopment, with minor variations, adheres closely to 
that of the opening number. 
The str ings enter with the Bass and use the same 
accompanying fi gur ations they employed in the opening 
chorus in this particular section. After twenty-six 
measures (in contrast to the nineteen measures of the 
opening chorus} a fermat a sets this polyphoni c sec-
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tion off from the following semi-homophonic mea-
sures on the words "und dass es wohn in mir," in 
which Oboes and Violins, in unison, double the So-
prano, the Viola doubles the Alto, and the Continuo 
doubles the Bass. A three-measure instrumental 
bridge passage, based on thematic material from the 
polyphonic choral section, leads to the chorale fi-
nale. The instruments retain their figuration while 
the voices move in simple four-part harmony. After 
the chorale verse has been stated, the bridge pas-
sage is repeated as a coda. 
Neither the chorale melody nor the words could 
be traced. The words are as follows: 
Wer soll Israel, den Armen 
Zu Zion Heil erlangen, 
Gott wird sich seines Volk's erbarmen 
Und losen, die gefangen. 
Das wird er tun durch seinen Sohn, 
Davon wird Jacob Wonne han, 
Und Israel sich freuen. 
The chorale melody runs thus: 
' 5"g J J J; I r r r I r - I a r r I r r Gr r I f r ~' I 
&~k- r d J J r r I r f 1- a I r r r r I Gf r f h· -1 
V r oJ J I J OJ; ijJ I a -I ,; r r I r r r- r I ~ - I 
V r r f 1r r r r I e t I 
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The chorale stands in Bb Major with passing modula-
tions to F Ma jor. 
Festo Visitationis Mariae: "Der Herr wird ein Neues 
im Lande erschaffen." 
The two parts of this cantata consist of the 
following numbers: 
Part I - Chorus 
Recitative Alto 
Aria Alto 
Aria Soprano 
Part II - Aria Tenor - Bass 
Recitative Tenor - Bass -
Alto - Tenor -
Bass 
Chorus 
Chorale 
This cantata stands in Bb Major. 
58 measures 
19 II 
60 " 
136 " 
32 II 
26 II 
133 " 
Chorus: The instrumentation calls for two Oboes, 
two Violins, two Violas, Continuo, and four-part 
mixed chorus. The Oboes and Violins double. The key 
signature is two flats; the tonality is Bb Major with 
modulations to g minor and F Major. 
and the tempo marking is "Presto." 
6 The metre is 4, 
In the six opening instrumental measures the Con-
tinuo states its thematic line, which is repeated four 
times in the initial Bb Major section and three times 
in the final one. In the g minor middle section, as 
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well as in the short F Major modulation, this theme 
is extended and us ed sequentially. 
Oboes and Violins have a short incomplete imitation, 
based 
·' 1.1 
., 
• 
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on this mater ial, 
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It also appears fragmentarily in the accompaniment 
throughout this number and furnishes the theme for 
the six-measure instrrunental coda. 
The entrance of the voices is i mitative and in 
the order of Soprano, Alto, Tenor, Bass. The thema-
tic material is not related to the instrumenta l in-
troduction; the interval of imi tation is a fifth • 
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The words used are taken from Jeremia 31, 
verse 22 • 
••• der Herr wird ein Neues im Lande erschaffen: 
das Weib wird den Mann umgeben. 
After the imitative setting of the first eight words 
in which the strings and Oboes use the same thematic 
material as the voices, Tenor and Bass with Continuo 
only present the rest of the text in a new five-mea-
sure i mitation. 
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In the following three instrmnental measures the 
Violas carry a variation of the Continuo theme. 
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As the instruments continue, the voices enter with 
their first imitation, this time in g minor and 
D 
I 
• 
I 
extended and developed. All the words used are tak-
en from the second half of the text. After this sec-
) ... 
tion is completed, Tenor and Bass have an imitative 
duet related to the first statement of the last six 
words. 
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Then the initial imitation is repeated, with very 
slight modifications, and followed by an instrumen-
tal coda based on the opening measures. The formal 
scheme reads A B 0 B1 0 1 B A'. There is no inten-
tional word-painting; melismas and leaps serve the 
development of a musical idea rather than that of a 
descriptive mood. 
Recitative Alto: The words are of unknown ori-
gin and belong to the freely composed type. 
Hat Gott nicht alles gut gemacht; 
Es fehlt ja nichts an seinen Wunderwerken; 
Was Neues ist er denn bedacht zu schenken, 
Dass man mag mehr seine Allmacht merken: 
Es ist der Mann des Herrn, 
Das Reiss aus Jesse Stamm, 
Des teuer Weibes Saa~en, 
Auf den die erste Welt schon hoffte noch von fern, 
Und den der Glaub ersah, 
Eh als die Jahre l{amen. 
The words are set in the key of Bb ~~jor with 
modulations to g minor and F Major; the key signature, 
however, is one flat. The time signature is C. 
The vocal line is partly secco, partly arioso. 
The Continuo line, too, varies and changes from half 
and quarter notes to eighth and sixteenth notes, es-
pecially at the end when there is an imitation be-
tween voice and Continuo. 
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Triadic leaps are frequent, as well as sequences, 
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and the all-embracing power of God is depicted in an 
extensive melisma. 
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Aria £.!2_: This number is a true da capo aria. 
The accompaniment consists of the t wo Oboes and Con-
tinuo. The key is F :D/Ja j or with modulations to G 1\fu.-
jor and d minor as well as modulatory progressions 
that do not establish a definite key. The metre is 
duple. 
The words are of the ttmadrigalian 11 type and are 
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divided so that t he first couplet constitutes the 
A section and the next three lines the B section. 
Evens Kinder aus der Schuld zu reissen 
Muss Maria Gottes Mutter heissen. 
Was der Erde Weh gemacht, 
Und was uns den Fall gebracht, 
Soll nun auch das Heil gebaren. 
A four-measure pseudo-imitation between Oboes 
and Continuo presents the thematic material for sec-
tion A. 
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It is taken over by the voice and developed; the 
first line of text uses the first two meas~rres of 
the introduction, 
~(kJ~ ~ ... "" c \tilt t J t. J ~ t· J -,} 
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the second line uses the third and fourth measures. 
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In this latter development the three instruments are 
actively participating in an extensive imitation. 
After the eighth measure the voice drops out and the 
instruments carry on until the fine, six measures 
later. During the B section the Oboes are tacet ex-
cept for the last three measures, when they and the 
Continuo bring back the thematic material of measures 
3 and 4. The Alto is concerned primarily with ex-
pressing the meaning of the words: extensive chroma-
ticism depicts the pain on earth, and descending 
passages depict the fall of man. 
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It introduces new materials and does not return to 
the ones already used until the text turns to words 
of salvation and glory. In the A section the most 
obvious case of word-painting is found on 11 reissen. 11 
reL __ 
_ _ .Sse"'-
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Aria Soprano: This aria has a very complex for-
mal structure: A - 4, Allegro; B - 4, Adagio; A - da 
capo; C - ~ for four measures, 4, Adagio; A - da capo. 
Each section is clearly marked as being complete in 
itself yet not separated from the whole. 
The instrumentation is as follows: Oboes and 
strings in sections A and c, strings only in section 
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B. In A the Oboes are used as concertizing instruments 
but double the Violins in the tutti sections. In C 
Oboes and strings are doubling throughout. Sections 
B and C are primarily homophonic in contrast to the 
polyphonic A. 
The words are taken from Luke 1, verses 46-48 
and are set as follows: 
Section A- ••• Meine Seele erhebet den Herrn, und 
mein Geist freuet sich Gottes, meines 
Heilands; 
Section B - denn er hat die Niedrigkeit seiner Magd 
angesehen. 
Section C - Siehe, von nun an werden mich selig 
preisen alle Kindeskinder. 
The key signature is two flats and the tonality 
i s Bb Major. Within the three sections modulations 
are as follows: Section A, Bb IV.iajor moving to F Major 
and g minor; Section B, g minor moving to c minor, 
Eb Major, and F Major; Section c, alternation between 
Bb lVlajor and F Major. 
A two-measure introduction by the orchestra 
states the thematic material for the setting of the 
opening words, "Meine Seele erhebet den Herrn," and 
is t aken over l i terally by the Soprano. 
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At the end of the first complete phrase, a three 
and a half-measure melisma on the word "erhebet," 
accompanied by Oboes and Viola 1, is an auditory as 
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well a s visual expression of the word through its 
ascending line. 
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As the voice ends a tutti cadence leads to the sec-
ond phrase which in its first t wo measures uses the 
same melodic material in the voice but retains only 
the Oboes as obligato instruments. Another melisma 
on 11 erhebet, 11 this time containing a t wo-measure 
pedal on f 11 , allows the orchestra to restate their 
opening phras e and leads to the s etting of the next 
line of text, 11und mein Geist freuet sich Gottes, 
meines Heilands." The i nstruments change to staccato 
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eighth notes while the voice carries new mate r ial 
based on arpeggios and figurations used in the pre-
vious melisma. 
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The words are set three times, t wice only the first 
six words are used, the third time the whole line. 
In the second phrase the accompanime nt consists of a 
solo Oboe and Continuo, 
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after which the whole orchestra repeats its intro-
ductory measures. The third phrase, while having 
a full orchestra accompaniment, makes use of all 
previously employed figurations and ends the sec-
tion with another statement of the opening measures. 
The "Adagio 11 section uses a string background 
of half notes for the actively moving Soprano voice • 
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The whole development of the vocal line is based on 
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a single melodic pattern which is repeated and em-
bellished on different intervals. 
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In the third section the 
a repeated t wo-measure phrase 
~ measures consist of 
with a dialogue be-
tween instruments and voice. 
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The Oboes are again doubling the Violins; at the 
change to "Adagio" all instruments return to the 
4 t• half note movement of the previous 4 sec J.on. Only 
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during the last three measures do they employ ar-
peggiated figurations in small note values. 
The interpretive use of music is especially 
noticeable in the first "Adagio" section, where 
the use of a minor tonality signifies the lowly 
state of the Lord's servant. The return to a rna-
jor key, as well as to a high vocal register, de-
picts the praise of the coming generations. 
The second part of the cantata opens with a 
Tenor - Bass Duet. The Continuo is the sole ac-
companist but is joined by Oboes and strings in a 
nine-measure instrLunental coda. The piece is called 
11Aria 11 and has a free tripartite form: the repeat of 
the A section is the coda, which uses the first mea-
sure of the Bass entrance and measures 3, 4, 5, and 
6 of the Tenor • 
.-- --- 8'\J.S I ,.,..,..,.,. -
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The aria stands in g minor, but it has only one flat 
in the signature. All modulations except one are to 
Bb Major, the exception being a mo dulation to F Ma-
jor. The metre is duple. 
The f irst theme is introduced by an imitat ion 
between the Continuo, Tenor, a~d Bass, after which the 
voice s continue in intervals of thirds and sixths. 
1. ..... 
D • 
",.,., .. -
-
r ..J I .1 __I_ _._ ... ~_L .. , .. 
'"" 
p- /It I - • .,J- • ..l._ 
..JJ. _I_ __._ _l _l__LI 
.. 
- ::a• ~ ~ 
160 
6e-sed - - - 11d1 ~e-se<'] - - (VIe~ ) ... : ,. 
'· _j_ __._ __... _..__]__[ -~ 
- -
J 
-
__... 
_L 
--
_I_ _I_ __._ 
,.. I ::::: 
\ j Ge- SeJ 
-
- (ne.J) . 
.) : ,. -• _l ,..-, -
-
1 1 r •1 r·• r I I __. ............ 
, .....,, Jill / o! .,- L...a I I T I __. ..J I I ~ _I_ _l_ 
, loo 
"""' ( ..... r ~ ~ _(_( 
-,~_L __._ ...:_~ 
......::~ ·~ • -_IL _IL ., 
-
A restatement of the theme in the Continuo alone 
leads into the middle section, which begins with a 
new imitation and continues in thirds and sixths • 
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The coda is not imitative. Oboes and Violins double. 
Word-painting is used sparingly. An auxiliary 
note on "tragen" indicates the action of lifting; 
-4-rOI -- ~e"" 
an ascending melisma on 11 gesegnet 11 shows the way to 
heavenly bliss. 
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The words are a free paraphrase of Luke 11, 
verse 27, and read as follows: 
Gesegnet ist der Leib, der Jesum hat getragen; 
Weil er selbst nichts als Segen ist; 
Doch noch viel seliger ist nach das Heilands 
s ag en 
Viel seliger, wer sein Wort horet und beschliesst. 
Recitative Tenor - Bass - Alto - Tenor - Bass: 
This recitative is followed, vvithout a breal\:, by the 
final chorus1 with which it shares the text. The 
words are free composed and of unknown origin and con-
sist of three verses of two couplets each. They may 
1. In the manuscript all parts continue into the 
chorus without the customary double bar to indicate a 
break. 
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be considered paraphrases of Luke 1, verses 46-49 
and Isaiah 45, verse 8. The lines are divided 
among the different voices so that each time a new 
entrance is made the length of the text involved 
diminishes. 
Recitative Tenor: Muss alle Welt die Mutter selig 
preisen, 
Die Gottes Sohn dies Fleisch hat 
angetan. 
Was Ehre soll man wohl dem grossen 
Kind erweisen, 
Dass die Gebarerin nur Heiland 
nennen kann. 
Recitative Bass : Gesegneter des Herrn, du bringst ja 
lauter Segen, 
Recitative Alto 
Trost, Leben, Seligkeit, Vergebung 
aller Schuld. 
Es trauft dein Fass auf deiner 
Menschheit Wegen 
Von nichts als Gnad und neuer 
Gotteshuld. 
Recitative Tenor: Mein Herz erhebe dich, mein Geist 
kennt nichts als Freude, 
Chorus Verschmahe nicht den Preis, den ich 
in Armut dir bereite. 
The key of the recitative is Bb Major with modulations 
to F Major and g minor. The signature is two flats. 
The metre is duple. 
The Tenor section is declamatory and syllabic 
with half note movement in the Continuo. The vocal 
line makes use of several ascending and descending 
tetrachords and triads. 
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The Bass section is of an arioso nature with 
melismatic figurations. 
Ge-sea------ -ne--1-e• 
The Continuo moves in eighth notes. 
The short Alto passage conveys the impression 
of a dripping barrel in descending groups of two 
eighth notes. 
The Continuo changes to quarter notes. 
The second Tenor entrance depicts the lifting 
of the heart in an ascending vocal line and an as-
cending Continuo line, based on triads as well as 
on the fi guration used in the Bass section. 
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The final Ba ss passage is a four-measure melisma on 
the word "Freude. 11 
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The Continuo continues its eighth note movement. 
Chorus: The chorus, as well as the final Cho-
~' stands in ~ and in the key of Bb Major. Mod-
Ulations are made to F Major, C Major, G Major, 
D Major, c minor, and g minor. 
The Alto, Tenor, and Bass present the first 
statement of the text with Continuo accompaniment. 
The thematic material is related to the preceding 
recit ative, especially the first Tenor entrance. 
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Part of the treat ment is homophonic, part is dia-
logue. The entrance of the instruments at the end 
of this statement, followed by the full chorus, 
makes use of the opening of the second Tenor en-
trance. 
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In the development a melismatic duet between Tenor 
and Bass on the word nPreis" with Continuo only 
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is followed by another homophonic setting of the com-
plete line of text. A free imi tation between the un-
accompanied voices on the word ".Armut" 
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leads to a melismatic duet between Soprano and Alto 
and back to the homophonic chorus. 
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An eight-measure instruJnental bridge leads to the 
chorale. The thematic material in this passage is 
completely in the Continuo, which establishes its 
accompaniment pattern for the chorale. The other 
instruments carry only harmony in continuous quarter 
notes. 
Chorale: The words are from a poem by Johann 
.. ·I f,;.~ . 
Gramann (Poliander), ·<iated 1540. The chorale melo-
dy, of the same date, has also been harmonized by 
Johann Sebastian.1 The verse reads: 
Nun lob meine Seele den Herren, 
Was in mir ist, den Namen sein, 
Sein Wohltat tut er mehren, 
Vergiss es nicht, o Herze mein1 
Hat dir dein Sund' vergeben 
Und heilt dein Schwachheit gross, 
Errett dein armes Leben, 
Nimm dich in seinen Schoss; 
Mit reichem Trost beschUttet, 
Verjungt, dem Adler gleich, 
Der K~n'gschaft recht behutet, 
Die leid'n in seinem Reich. 
While the voices move in whole and half notes 
the instruments, Oboes and Violin doubling, play 
around them in a free pattern of quarter and eighth 
notes. Occasionally the Violas will double the Alto 
1. of. Johann Sebastian Bach "Gesangswerke," Vol. 
7, Leipzig: Breitkopf and Hartel, 1898. 
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and Tenor; the Continuo, even though it follows an 
independent rhythmic pattern, doubles the Bass. At 
the end of the verse -the instruments repeat the 
bridge passage as a coda. 
There is no word-painting . 
Dominica Septuagesima: "Darum _will ich auch erwahlen" 
The two parts of this cantata contain the fol-
lowing numbers: 
Part I - Aria Bass 
Recitative Soprano 
Aria Soprano 
Duet Alto - Tenor 
Part II - Aria Bass 
Recitative Bass -
Chorus 
Chorale 
39 measures 
34 II 
53 II 
34 II 
50 II 
Tenor 49 II 
57 II 
The tonality of the cantata is d minor. 
Aria Bass: The metre of this aria is duple, C; 
the key is d minor without any key signature. Modu-
lations take place to F Major and g minor. 
The text is taken from Isaiah 66, verse 4. 
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Darum will ich auch erw~len was sie verspotten1 ; 
und was sie scheuen will ich tiber sie kommen lassen, 
darum, dass ich rief und niemand antwortete, dass 
ich redete und sie horten nicht und taten, was mir 
libel gefiel, und erwahlten, was mir nicht gefiel. 
1. In the Bible this line originally reads: "Darum 
will ich auch erwahlen was ihnen wehe tut." 
A six-measure instrumenta l introduction, marked 
11 Sonata, 11 serves also as a coda. The form of the 
aria is Introduction-ABA-Coda, with the ABA vocal 
sections carrying thematic material not related to 
that of t he instrumental sections. 
The i ntroduction , through piano and forte mark-
ings, presents an interesting echo effect. 
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When the Bass enters the Violins answer and carry 
out a fragmentary development of fi gurations from the 
introduction. 
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The B section, starting with the words 11Darum, dass 
ich rief, 11 introduces new but related materials in 
the Bass while the strings are tacet. 
During the last three measures of this section the 
Continuo 
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and voice engage in a sequential imitation. 
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The repeat of the A section has the accompanying 
Violins marl\:ed 11 solo 11 and varies their lirie slightly. 
The Bass, however, repeats literally. The coda calls 
again for all instruments. 
A melismatic setting of 11verspotten 11 brings to 
mind the derisive laughter of the people, 
ver- spot - ~ -
and a curving line in the ~irst Violin depicts the 
things that will overcome them. 
& 1l' r ~ tai"Tfl J.~ ~ 
169 
Recitative Soprano : This nurnber opens in d minor 
but ends in e minor, after having moved through F Ma-
jor, G Major, c minor, and b minor. There is again 
k . t Th t · 4 no ey s1gna ure. e mere 1s 4 . 
The words are a free paraphrase of the preceding 
Bible verse. 
Der Schopfer spricht , und niemand will ihn htiren, 
Die taube .Kreatur will seiner stumrn den Rlicken 
kehren; 
Sie spottet, was er will und hasset, was er liebt. 
Was Wunsch, dass er ihr zur Straf Vergeltung gibtl 
Verstockter Wahn, was kann dich vorn Verderben 
retten? 
Willst du des Hochsten Schluss verwegen Ubertreten, 
Der dich irn Augenblick verderben kann? 
Was rnagst du ge gen il~ und seine Allmacht rnachen? 
Wird er nicht deiner Bossheit 1Nut verlachen? 
Achl Hare doch, und sei nicht so verstocktt 
Vernimmst du nicht, was seine Gnad dich lehrt? 
The style is a curious mixture of secco and 
arioso, with frequent use of groups of t wo sixte enth 
notes per syllable and free i mitation at the end be-
t ween voice and Continuo, which is reminiscent of the 
i mitation in the A section of the opening number. 
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Word-painting is s trongly in evidence. There is a 
melismatic setting of the word 11 spottet, 11 
iu<1 ~~f 'f ... .;: ,_, 
--
spa+ - - .J e.t. 
chromatic alterations on words deali ng with punish-
ment 
~(k) 
and maliciousness. 
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The shortness of the time encompass ed by a single 
moment is depicted in e, sudden extensive group of 
sixteenth notes. 
l 
God's greatness is expressed in declamatory eighth 
notes, 
I 
t t t il 
and the intensity of the command to listen to His 
words is expressed in a sequence. 
~EkJ r 11'· • r 1 t t t •t r I ~ 7 r ;:_. ,: ;[ 
The question, 11Do you not perceive that which His 
mercy teaches you? 11 ends on a dominant . 
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Aria Soprano: Written in da capo form this 
aria uses a free composed text, probably taken from 
a hymn. 
Teurer Menschenhuter, 
Geber aller Guter, 
Leite mich nach deinem Wort, 
Dass ich deine Wege wahle 
Und die Welt aus meiner Seele 
Treib nach deinem Willen fort. 
The piece is marked "Presto" and stands in ~ time. 
The key is a minor for the A section, C Major for 
the B section. There are no other modulations. 
The aria opens with a five-measure introduction 
by Violins, Viola, and Continuo presenting the main 
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thematic material for the A section. 
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When the Soprano enters it takes the first three 
measures literally except for a one-measure exten-
sion on ea ch. 
le14 - - - - rtr 6~ · · (ber) ..• 
The melismatic setting of "leite mich nach deinem 
Wort 11 is a ccompanied only by a solo Violin and Con-
tinuo, the Violin playing partly an obligato line 
and partly the melodic materia l in anticipation of 
the voice. 
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At the end of section A the instruments repeat 
their five introductory measures. 
The middle section, B, consists of three con-
nected sequences. The strings are tacet. 
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The settings of 11leitett and "treibe 11 are addition-
al examples of Johann Ludwig's use of music as pic-
torial expression of the word. 
Duet Soprano and Tenor: There is no definite 
formal structure to this number. Each line of text 
is set to a different melodic phrase. The Continuo 
has a thematic pass ae e of its own which it presents 
three times: as the opening measures, between the 
setting of the first and second verse, and at the 
end of the number as a kind of codetta. There are 
no other instruments involved. 
f~cEP1"3 t~l'),ar:Q ,w lfm~ r 
, 
The words are taken from Romans 8, verses 28-
30. 
Wir wissen aber, dass denen, die Gott lieben, 
alle Dinge zum Besten dienen, denen, die nach 
dem Vorsatz berufen sind. 
Denn welche er zuvor ersehen hat, die hat er 
auch verordnet, das·s sie gleich sein soll ten 
dem Ebenbilde seines Sohnes, auf dass derselbe 
der Ernstgeborene sei unter vielen Brudern. 
Welche er aber verordnet hat, die hat er auch 
berufen; welche er aber berufen hat, die hat er 
auch gerecht gemacht; welche er aber hat gerecht 
gemacht, die hat er auch herrlich gemacht. 
The metre is again duple, the key is F Major, 
and modulations are made to d minor and C Major. 
After the opening statement by the Continuo, 
the t wo voices enter together 
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Then t h e Continu o restates its theme, and t h e Tenor 
ent ers al one with t h e op ening pas sage of t he s econd 
verse. 
r . ! ; ~ 
The similari ty of mi nd between the ch os en one s and 
Christ is expr e ssed in t h e next text line; it is 
clearly i nterpr et ed by the music i n a par allel move-
ment of the t wo voices. 
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The l ast section of verse 2 forms another i mit ation • 
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The t h ird vers e i s set in a di alogue fo rm so t hat 
ea ch of t he s oloist s t ake s a part of ea ch statement. 
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Both voices re-unite in the final melisma on the 
word "herrlich.tt 
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The Continuo finishes the number, and with it the 
first part of the cantata, by presenting its open-
ing theme for the last time. 
Aria Bass: A da capo aria mar ked "Allegro" opens 
the second part of the cantata. All strings are used 
in the accompaniment in addition to the Continuo. 
The key signature is one flat; the tonality, however, 
is Bb Major with modulations to g minor and F Major 
in section B. The metre is :, c. 
The words belong to the unidentified group o£ 
hymn verses. 
Wohl der Seele, die hernieden 
Ist durch Gottes Rat beschieden 
Gleich zu werden seinem Kind. 
17'7 
Fromm, gerecht, und heilig Leben 
v'ill er denen gnadig geben, 
Die dazu berufen sind . 
The rhythmic scheme is the s ame a s f or the verse 
used in the Soprano aria of Part I; the t wo may 
well belong to the same poem. 
The five instrumental measures opening this 
number contain the thematic material which the Bass 
takes over and develops in its entrance; one of the 
rhythmic figures found in the first Violin, in mea-
sure 2, serves as the source for a sequential pas-
sage in the Continuo right after the voice entrance. 
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The Bass repeats the first three lines of text with 
small changes, and the strings repeat the last three 
measures of their introduction. Section B drops the 
strings and develops a thematic idea based on a fig-
uration in the second Violin in the second measure 
of the instrumental i ntroduction. 
fro ....... - 1 ~~ -ncl-)~ ---, ...... ot he.' I,·~ J..e-b~ .. ~.~:11 e..- cle-.-,eiA. 
The three lines of text are stated twice, the second 
time with ornamental variations. 
Recitative Bass and Tenor: This recit ative con-
--
sists of three definitely marked sections: a very 
moving Bass recitative and two Tenor ariosi. The 
key signature is one flat, yet the Bass starts and 
ends in g minor. Modulations carry it to F Major 
and C Major, as well as to Bb Major. The Tenor en-
trance is made in d minor; passing modulations occur 
introducing a minor and C lVla jor. The first arioso 
ends on an unresolved d minor V; the second arioso 
opens with an F Ma jor I and continues in F Ma jor to 
the - end, passing through C Major as the only true 
modulation. 
The metre is 4 for the Bass recitative and the 4 
first Tenor arioso; the second begi ns in ~ and then 
changes back to ~ after twelve measures. 
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The words, with several undecipherable sections, 
seem to belong to the free composed type of unknown 
authorship. 
Du rufst mir ••• Herr, dieweil dein Knecht dich 
horet, 
Doch ••• auch in mir, 
Verlangen und Begier, 
••• was mich dein Wort nach deinem Willen lohnet. 
Sagst du von Kreuz und Not, 
Dass ich Geduld erwahle, 
Bestimmst du Krankheit, Leid, ja endlich auch 
den Tod, 
Dass ich zu Christi Liebesprobe zahle, 
Die du den Deinen gibst, 
Die deine Kinder sein, 
Die duals Vater liebst. 
Soll ich der Erde Burde tragen, 
Des grossen Tages Last, 
Und ist der Lohn, den du bestimmet hast, 
Mir nicht zuvermut als nach viel Schweiss und 
Plagen: 
Lass o!L~e Murren mich das trube Elend bannen. 
Und ob der Abend schon verzogert sich 
Dem Hi~nel ••• mich allzeit in Hoffnung ••• 
There is no break between the three sections. 
The melodic line of the Bass is primarily dia-
tonic with occasional descending triads. Chromatic 
alterations serve to illustrate the text, especially 
such words as 11Kreuz und Not," where the cross is 
figuratively expressed by a sharpl in the Continuo • 
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1. In German the word for "sharp" is "Kreuz" (cross). 
The first Tenor arioso contains only one melis-
matic passage, on the word 11 Schweiss," 
Sel.,weit'J - - -
but there are numerous sequences and triadic pro-
gressions. The Continuo, too, has a sequential fig-
1.1ration. 
qb r r r (! \ ( r f 1 1 r r r~ 
t it !:t h ~ 
The second Tenor arioso begins with a three-measure 
Continuo introduction, the fir st two measures of 
which are repeated when the voice enters. The rna-
terial of the Tenor utilizes this theme transposed 
a third higher • 
The section of the text dealing with earthly misery 
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again makes use of chromatic progressions. 
The hope of heavenly help is set in ! time, with re-
t~rn to the key of F Major, and with exuberant me-
lismas. 
fk1.CUr!!JD JJlfl t !3 
Hoff - -
Chorus and ~rale: The final number of this 
cantata employs all the strings and voices together 
with the Continuo. The overall key is d minor with 
modulations to F Major only. There is no key sig-
nature. The metre is 4. 
4 
The words for the chorus are again of the free 
composed type and of unknown authorship. 
Bin ich den Letzten zugezahlet, 
Die du nach langer MUh zur Rube f Ubren willst: 
Wohlan, ich bin bereit, wozu du mich erw~hlet, 
Dein Will, Herr, ist das Ziel so mein Verlangen 
stillst. 
The Chorale makes use of verse 3 from the hymn, 
11Jesu meine Freude," by Johann Frank (1618-1677). 
The melod.y of this chorale is set homophonic ally with 
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no important changes of the traditional tune. 1 
Weicht, ihr Trauergeister, 
Denn mein Freudenmeister, 
Jesus, tritt herein. 
Denen, die Gott lieben, 
Muss auch ihr Betruben 
Lauter Freude sein. 
Duld ich schon hier Spott und Hohn, 
Dennoch bleibst du auch im Leide, 
Jesu, meine Freude. 
The instrumenta l introo_uction to the chorus, 
as well as the bridge passage leading into the cho-
rale, is a literal restatement of the opening six 
measures of this cantata. The entrance of the 
voices takes place in pairs and in imitation with-
out the string orchestra. 
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1. cf. Schatz des liturgischen Chor- und Gemeinde-
gesanges, Vol. 2.---
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The str ings enter aga in with an eighth note figura-
tion duri ng t he last three meas~1res of the f irst 
phrase. The words "zur Ruhe f tthren willst" are set 
very expressively, with a t empo mar k ing of "Adagio 
e p i ano. " 
-. 
I I J 
I I ,_ I I I I I I 
...... 
.... 
--.--. •• •• 
I 
- -
, . 
Ad"a .. " e p.-cu .. q 
I • ol 
"' 
I I T 
A., 1., t r •••• T 
• • I I 
-. 
t+ *t.j. + , , , , .~~J,,;. 
• r ... 
., 
'I' .. I 
"' 
11 T 
""" ' 
T _J -.... j. 
184 
--.-
T 
L. l • 
• t..e::..~ --.;;11'7" 
-- .... ~ 
"' '{; ....... 
"" 
.J' ......._, 
-Jt' t~h-re"" 2(.\.f" ~ -
- - - - - - -
i- - e 
~ 
. { ,., " 
' 
"" 
1...\ •J ' • ,. I 
,. I 
• _I till ...1 
-
-- - ·~\-, Z.'-'\'1" ~~-e. .2l.4rR....\.t 1.&.4.~ ~ ... ~..._ 
- i"C"' 
....-~ 
rtr ,., ---,-
ll_ ,, 
'P" 'I' J ... 'K. T' . 
~ 
' 
, T -..- ..a. ,. I I 1 r T 
1.1' 
' ' ' 
~wr ~-~ ~·M· ~....l.f I Z.'-'\t' Q.,_.t.. '~"' -
' 
I 
I[ .., , 
-' 
l T Ia 
-
0 0 , 
"'\ 
"'-""" 
""' 
-
T I t l 
,.... "' T r..:: I I .! r 
ru.,. ~ I I I I 
' 
I "...a I 
-• • . • •• • , ,, , , -
' 7 ;·.;~ 
11Allegro 11 s tands at t h e opening of the next secti on 
r epresent i ng t h e words 11wohl an , ich bi n bereit" in 
a n earl y homophonic manner ; only the last f ew words 
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are set freely and polyphonically. 
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Besides the change of tempo, the change of tonality , 
too, adds to the mus ical repres entation of the text. 
The 11Adagio 11 section stands exclusively in minor, 
ending on an unresolved dominant; the following "Al-
legro" returns abruptly to F Major by means of a de-
scending tonic triad ; and the final words, 11Verlangen 
stillst, 11 repeat this progression on a smaller scale. 
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In the Chorale all instruments have a more or 
less unifonn rhythmic figuration which is carried 
through a six-measure codetta to the end. 
Using this pattern the Continuo doubles nearly con-
stantly with the Bass; doubling between the strings 
and the other three voices occurs only in a few 
places. In this number there is no word-painting. 
Dominica Sexagesima: "Darum s~et euch Gerechtigkeit 11 
This cantata divides its two main parts into the 
following sections: 
Part I - Arioso Bass 
Recitative Tenor 
Aria Tenor 
Duet Alto - Bass 
Part II - Aria Soprano 
Recitative Soprano 
Chorus 
Chorale 
14 
30 
53 
32 
32 
29 
51 
measures 
II 
II 
II 
II 
11 
It 
The overall tonality is e minor. 
Arioso Bass: Scored for two Violins, Viola, 
Continuo, and voice, this number has no definite 
form; it consists primarily of extensive and pic-
toria l melismas. The first one occurs on the word 
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11 saet 11 
' 
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the next on 11brinO'e " 
0 ' 
brit'l - - - - -
and the final one on 11Gerechtigkeit." 
G e - re~h - - - - 4-.~- ke1.j. 
The rest of the vocal line is a combination of 
stepwise progressions interrupted by a few leaps 
of a fifth and sixth. The accompaniment is t acet 
whenever the voice has an extensive melismatic pas-
sage. When the strings do play, they make use of 
a single figuration which is introduced during the 
opening measure. 
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The words are taken from Hosea 10, verse 12, 
but are slightly changed. The Bible version reads: 
Darum siiet euch Gerechtigkeit und erntet Liebe; 
pflt~et ein neues, weil es Zeit ist, den Herrn 
zu suchen, bis dass er komme und lasse regnen 
ii.ber euch Gerechtigkei t. 
The text in the cantata manuscript reads: 
Darum saet euch Gerechtigkeit und werdet Liebe 
und pfltiget anders, weil es Zeit ist den Herrn 
zu suchen, bis dass er komme und bringe tiber 
euch Gerechtigkeit. 
The words are set once without any repetitions. The 
tonality is e minor with a single modulation to b mi-
nor. The metre is 1, C. 
Recitative Tenor: Even though the key signature 
is one sharp, the recitative starts out in C Major 
and ends in b minor. The harmonic progression moves 
through a minor, e minor, and hence to b minor. The 
metre is again duple. 
The words are from a free composed poem and seem 
to be a paraphrase of verse 19, Exodus 23. 
Gott will die Erstlinge von euren Frtichten haben 
Als eurer Dankgebur gewisser Unterpfand. 
Wo aber blieben solche Gaben, 
Erschienen sie nicht oft mit leerer Hand. 
Der Herzensacker liegt ganz wu.ste und verodet, 
Der Saame, den der Geist in seine Furche streut, 
Ist durch die "eltbegier ersticket und getotet, 
Und wird die Erde nur mit reifer Frucht erfreut. 
Ist aber dies der Weg, den Herren recht zu suchen? 
Ach, Seele, schicke dich zu einer bess'ren Saat. 
Sollt er der bosen Art nicht statt des Segens 
fluchen? 
Wo du noch heut versaumst, so ists vielleicht zu 
spat. 
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The vocal line is primarily declamatory and 
makes extensive use of pitch repetitions. The only 
melismatic passages occur on the words "Erde 11 and 
11 Saat. 11 ~ t!Jl ~ r; 
Er - - - - de 
Aria Tenor: The formal scheme of this number 
is that of the da capo aria; the metre is ~ and the 
tonality e minor. There are no modulations in the 
A section, and in the middle section, B, the feel-
ing of e minor is present even when the key seems 
to be G Major. The only true modulation is during 
the last two measures, before the da capo, when 
b minor is briefly established. 
A five-measure instrumental introduction with 
imitation between the Violins and the Continuo in-
traduces the basic thematic materia l 
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It is taken over by the Tenor and extended, during 
a second entrance, by building a sequence based on 
the second figuration in the second mea sure. 
~lk1' fr;j' rmcp tr Et Ci r; ; ,, EW£6 [; r: j 
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After this the instrument s repeat their i ntroductory 
measures. The middle section, B, is built entirely 
on the same figuration on which the preceding se-
quence was ba sed, with answering descending passages 
in the strings and Continuo. 
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The text is a free paraphras e on Jesaia 45, 
verse 8. 
Es traufet der Himmel von oben 
Wo man ihm zu Ehren gepflugt; 
Gerechtigkeit saen 
W2cht Garben der Liebe zur Freude entstehen 
Die muhsame Seele vergnugt, 
Und Opfer gebieret den Herren zu loben. 
Word-painting is evident in the thematic ma-
terial which depicts the outpouring of heavenly 
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blessings by the use of a sixteenth note figuration 
and the descending line, as well as in the ascending 
melisma on the word 11loben. 11 
Zc.t It? -
- - hen 
Duet Alto and Bass: The Continuo is the only 
accompanying instrument in this number. The formal 
structure is roughly A a' b A c d A, with A repre-
senting the Continuo theme and the small letters 
the vocal sections. The key is G Major with modu-
lations to D Major and e minor. The key signature 
is one sharp; the metre is !' c. 
The words are t aken from 1. Peter 1, verses 
22 and 23 • 
••• Habt euch untereinander inbrunstig lieb aus 
reinem Herzen, 
als die da wieder geboren sind, nicht aus 
verganglichem, sondern aus unverganglichem 
Saamen, n~nlich aus dem lebendigen Wort Gottes, 
da s da ewiglich bleibt. 
In the manuscript the word 11inbrunstig 11 has been 
shortened to "bri.instig." 
The · duet opens with the statement of the Con-
tinuo theme. 
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The Bass, followed by the Alto, takes over parts of 
it for an imitative setting of the first five words 
of the text. 
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after which the Continuo restates its theme. The 
next section is a Bass solo with extensive melismas 
on the words 11 geboren 11 and 11 Saamen." 
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The f i nal statement of the Cont i nuo t heme bri ngs the 
f i rst part of this cant at a to a close . 
Ari a Soprano: Thi s aria is again in da capo 
fo rm wit h an addi t i onal dal s egno marking pointing 
t o t he begi nning . The key is G W~jor f or the A sec-
tion; e mi nor , D ~~jor , and A Ma jor a r e used in the 
mi ddl e s e ction . The metre is ~' and t he t empo indi-
cation i s 11Andant e . 11 
The mai n theme f or t he Soprano is t aken from 
t he l ast measllre of the ins trument al i nt roduct ion 
and the f i rst measure of the a ccompani ment. 
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The accompaniment makes use of the rhythmic figura-
tion of the last introductory measure during the 
A section; in the middle section, B, the accompani-
ment is limited to a solo Violin with an obligato 
line and free imitation between the voice, Violin, 
and Continuo based on the material used in section A. 
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The text is a free paraphrase on the text of the 
preceding duet: 
Sunder Saame ist verloren, 
Wo er nicht wird neu geboren 
Durch die Kraft, die nie vergeht. 
Gottes Wort hat mich gezeuget 
Und dem Schaden vorgebeuget, 
Dass mein Wachstum ewig steht. 
The most noteworthy use of musical description 
is the tied whole note on the vvord 11 steht. 11 
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Recitative Soprano: This recitative is of the 
arioso type with extensive melismas on words per-
taining to joy, thanks, and seed. 
FretA. - - - - - - - ~en __ lit- Ju 
~ &!J r 1 rtf Hl[ttjtf ft.#! t 
deY~ ~IJ4.(1(, - - - - - - - - - - I"Y\~ 
Another characteristic feature is the use of se-
quences. 
In this particular recitative, ascending and de-
scending tetrachords are noticeable in the Soprano 
and Continuo, 
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as well as frequent triadic passages. 
&fk}Jc tc ... ~ f r z t c eft 
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With a key signature of one sharp, the recitative 
opens in D Major and ends in e minor, after moving 
through b minor, G Ma jor, and, very briefly, a mi-
nor. The time signature is C. 
The text comes from an unidentified poem: 
Was soll ich vor so grosser Gnad 
Dir, o getreuer Gott, fUr Freudenlieder 
singen? 
Mein Herz vermag sonst nichts als wa s es von 
dir hat; 
Soll ich dir Lieb aus reinem Herzen bringen: 
Du bist ja selbst die Lieb 
Wie sollt ich sie verschmahen, 
Da ss ich dir wiederum aus Dank zum Opfer gib 
Den Saamen, den dein Wort macht neu in mir 
aufgehen. 
Ich habe dir mein Herz zu eigen zugedacht; 
Mein . allen und Begier bleibt dir hinfort 
verschrieben; 
Dass die erste Prob der Bess 1 rung wird gemacht 
Will ich dem ••• gleich, so wie mich, gleich dir 
auch selber lieben. 
Chorus and Chorale: The chorus, preceded by a 
t wo-measure instrumental introduction, consists of 
several imitative sections based on a descending 
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The instrumental introduction ha s no relation to 
the chorus thematically but presents the accompany-
ing figuration for the chorale. 
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The text f or t h e chorus cons i s ts of three line s 
of unknown origin: 
Dein Wort kann nimmer leer zu dir zurtick, 
Ich folge, folge de i nem Zug , 
Gib dir zum Fortgang Gluck . 
The i mit at i ve character of t h i s number is an ex-
cellent setting for t he words describing t he act of 
f ollowing and progressin g . 
Both the chorus and the chorale stand in e minor 
with pas s i ng modulations to G Ma jor and a minor; t h e 
met re is agai n duple, C. 
The chorale i s s et homophonically except f or a 
short polyphonic section at t he end on the word 
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"' Occasionally the second Violin doubles t h e Sopr ano 
and the Viola doubles the Alto. The Continuo f ol-
lows the Bass l i ne very closely, if not a l ways in 
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the same octave. 
The chorale melody used dates back to the six-
teenth century1 and has been kept unaltered except 
for small changes at the end of the first repeat 
and the added polyphonic uAmen. 11 
Verse 3 from the chorale, 11Es woll uns Gott 
gnadig sein," by Martin Luther (1483-1546), is used 
as text: 
Es danke, Gott, und lobe dich 
Das Volk in guten Taten; 
Das Land bringt Frucht und bessert sich, 
Dein Wort ist wohl geraten. 
Uns segne Vater und der Sohn, 
Uns segne Gott, der heil 1 ge Geist, 
Dem alle Welt die Ehre tut; 
Fur ihm sich fUrchte allermeist. 
Nun sprecht von Herzen: Amen. 
Between the chorus and the chorale a short in-
strumental bridge passage makes use of the chorale 
1. of., Kirchengesang teutsch und Lateinisch ••• 
Zweybrucken (?), MDLXX. There the melody is given 
as follows .: 
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melody in the first Violin. 
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Dominica Quinquagesima: 11Ja, mir hastu Arbeit gemacht 11 
Unlike the previously discussed cantatas, this 
work does n ot have a subd.i vision into two main parts 
but consists of the following i ndividual numbers: 
Aria Bass 33 measures 
Re ci t ative Tenor 15 II 
Duet Alto - Tenor 63 II 
Recitat ive Bass 21 II 
Aria Soprano 35 II 
Recit ative Soprano 14 " Arioso Alto 28 II 
Chorus 87 II Chorale 
The overall key is g minor in spite of the fact 
that the key signature throughout consists of only 
one flat, with all Eb's indicated in the individual 
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meas·ure . 
Ari a Ba ss : The basic f orm is ABA , t h e t wo out-
side sect ions be i ng inst rumenta l and the middle s ec-
tion vocal . Pa ssing modulations move from g minor 
to c minor , Bb Ma j or , d minor, a nd Eb Ma jor . The 
metre is !' C. 
The text i s found in I s a i a h 43 , ver s es 24 and 
25 • 
• •• J a , mir ha stu Arbe i t gemacht mit deinen 
Sunden und hast mir IVIiihe gema cht mi t deinen 
Misset a t en . 
I ch , ich tilge deine Ubertretungen urn meinet-
wi l l en und gedenke dei ner SUnden nicht . 
The instrumenta l introduct ion and coda (section 
A) ar e thematical ly unrelated to the Bass part. Its 
imitative t h eme i s l ater u s ed in dialogue f a shion 
in the a cc ompaniment . Bet we en the s e t t ing of the 
first and t he sec ond vers e of the t ext , t he instru-
ment s st at e t heir theme i n a shorten ed version . 
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The voice entran c e offers new mat eria l agai nst the 
already stat ed accompaniment. 
q11 r , 1r: r t-1 r " ~, r $ _ 1 J , : J r 1 hf r ; 
It is in the short sequentia l passa ge that the dia-
logue element enters through the strings . 
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In the voc al line there are frequent leaps of l arge 
intervals such a s octaves, tenths, and numerous 
fifths . There are no melismatic pas sages; the char-
acter of the solo is quite severe and declamatory . 
The chromatic progressions found in the accompani-
ment, from the introductory measures to the end, de-
p ict the painful situation cr eated by sin and mis-
deeds mentioned in the text. There is hardly any 
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word-painting of individual text passages; mention 
should be made, however, of a tendency to give de-
scending lines or intervals to such words and 
phrases that signify sin, disobedience, and pain. 
Recitative Tenor: This recitative begins in 
Bb Major , moves through g minor and F Ivia jor, and 
ends in d minor. The key signature is, of course, 
one flat; the time signature is C. 
The text paraphrases the previous verses as 
well as the second half of the whole Chapter 43 of 
Isaiah, from which they were taken. The author is 
not known. 
Der Herr der Herrlichkeit, der durch sein 
kraftig Wort dies ganze Kind beweget, 
Dem selbst des Himmels Heer zu dienen ist 
bereit, 
Klagt iiber Angst und lV.iUh , die man ibm 
auferleget; 
Weisst du , o Seele, wahl, welch eine schwere 
Last so starke Schultern drticket, 
Worunter Gottes Sohn mit Arbeit geht geb ucket 
Und was er dir zu Gut erdulden soll? 
Except for a single melismatic setting of the 
word "Angst" with a descending diminished fifth and 
an as cending diminished seventh, 
Al'\~sl - -
the Tenor line is extremely declamatory. Triadic 
progressions are rare, but leaps of a perfect fourth 
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and major sixth are frequently employed. 
$'10; r 1 c I 1-· l J 
Jef' Herr de-r Herr~·J.. ~~ ol,. ~ k·' ..., .......... -~, .. ... 
.. . we. ... ' 
Two and three repetitions of the same pitch are the 
most charac·teristic feature of this number. 
Duet Alto and Tenor: This duet stands in g minor 
with modulations to Bb Major, c minor, and, in passing , 
d minor and a minor. The metre is ~; the treatment of 
the two voices is homophonic except for the section 
11 solche Qual erwecket, '' which is a six-measure strict 
imitation, 
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There is no clear formal structure; the last 
fourteen mea sures, however, on 11und mein Heiland 
ist gerecht ••• 11 are rep eated. The accompaniment 
is carried by the Continuo alone. 
The words are from another free composed poem 
of unknown authorship. 
Ach, der Stinden Graul und Lust, 
Die mich hat beflecket, 
Hat in meines Jesu Brust 
Solche Qual erwecket: 
Ich, ich bin der bose Knecht, 
Den er sollte meiden, 
Und mein Heiland ist gerecht, 
Der will Strafe leiden. 
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Alto, Tenor, and Continuo enter simultaneous ly 
and present t he f irst three lines of text. 
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During the exten sive i mitation on the fourth line, 
the Continuo forms t wo short sequential passages. 
At all othe r time s it moves primarily in half notes. 
Word- painting is u s ed to a great extent. The 
whole dr awnout setting of the fourth text line de-
picts the pain and unhapp iness r esulting fro m the 
s ins mentioned in line 1, which are set chromatically; 
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the bad servant is shown by means of another chromatic 
descending line; 1 and the final punishment is present-
ed by an ascending chromatic progression. 
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Recitative Bass : In the manuscript this nwnber 
is head ed: 11Hecit. Basso con Violini e Viola. 11 Unlike 
any other solo, the instrumental parts are all written 
below the voice part, with the Continuo between the 
Bass and the first Violin. 
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There is no fonnal scheme; the character is mainly 
declamatory and interpretive. An ascending scale de-
picts the ascent to Jerusalem; 
9~7 ~ \ J r G· § r l ~ 
-
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a descending line symbolizes the turning over of Jesus 
to the heathens ; 
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1. cf., page 205. 
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dialogue between instruments and voice calls to mind 
the jeering and mocking of the crowd; 
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dotted note values illustrate the flog ging of Jesus; 
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descending chromatic progressions in large note 
values signify the death of Christ; 
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and an ascending melisma signifies the rising of 
Christ. 
The recitative stands in the usual duple metre; 
the key is F Major with modulations to C Major, d mi-
nor , and a minor. The use of major and minor modes 
is also part of the descriptive setting. The narra-
tive opening and the joyful ending stand in major 
while the painful and sad middle section stands in 
minor . 
Verses 31 to 33 from Luke 18 supply the words. 
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••• Sehet, wir gehen hinauf gen Jerusalem, und es 
wird alles vollendet werden, was geschrieben ist 
durch die Propheten von des lVIenschen Sohn. 
Denn er wird Uberantwortet werden den Heiden; 
und er wird verspottet und verschmahet und ver-
speiet werden; 
Und sie werden ihn geisseln und toten; und am 
dritten Tage wird er wieder auferstehen . 
Aria Soprano: Marked "Largo e sempre p iano," 
this aria , too, is primarily of an expressive nature. 
The opening instrumenta l measures and the voice en-
trance based on them depict the flowing of tears. 
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This motive is carried through by the strings in the 
middle section of t his da capo aria, which consists 
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entirely of sequential progressions. 
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The opening chromatic movement in the Oontinuo, 1 
which is taken over by the Viola when the Soprano 
enters, sets the basic mood of sorrow and is re-
peated several times in the A section. 
The aria stands in d minor with modulations to 
F Major, 0 Major, and a minor. The time signature 
is C. 
The text is taken again from a free composed 
poem: 
Fliesst ihr Lieb - und Trauertranen 
Weil sich Jesus ohne Schuld 
Lasst urn meiner Sunde hohnen 
Und ertraget mit Geduld, 
Dass ihn l'lfarterdornen kronen~ 
Dass Gott mich ••• ausgesohnen 
Und Gott bringe neue Huld. 
Recitative Soprano: This declamatory and inter-
pretive recitative makes frequent use of wide leaps 
1. cf., page 210. 
2. The word 11 ausgesohnen 11 has been t aken to mean 
just this, since it fits the rhyme scheme. However, 
a different interpretation of the badly written word 
may be possible. 
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to express the mood of a soul torn by self accusa-
tions. Ascending and descending fourths, fifths, 
sixths, and tenths are the main intervals of these 
leaps , together with minor thirds. Triadic pro-
gressions are rare as are pitch repetitions. The 
only non-syllabic setting of a word occurs on "Tod. 11 
q9cf; J I tor t 
d~r f()d - - -
The recitative opens in F Major and passes 
through Bb Ma jor to g minor, in which it ends. The 
key signature is one fl at; the metre is C. 
The words are free compos ed and could not be 
traced. 
Dies ist das Christgeschenk, das ich dir weiss 
zu geben, 
Du treuer Mittler zwischen Gott und zwischen 
mir. 
Mir war der Tod bestimmt, und du gabst hin dein 
Leben, 
Ich bin der Schuld en lVIann, der stehet B-urg dafur. 
Arioso Alto: This n~unber consists of t wo sec-
tions different in mood and metre. The first, in 
~' features a rhythmic and melodic pattern in the Con-
tinuo which is repeated and developed exclusively. 
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The Alt o l i ne , moving primar ily i n whole and h a l f 
not es , h a s a shor t ent ranc e imi t ation with t he Con-
tinu o 
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and a s ingl e me lisrna on the word 11 gr osser . 11 
The second section , in ~' i s entered t hrough a V-I 
cadenc e wi t hout i nter rupt i ng t he melodic l ine . The 
Continuo dis cards its fi gurat ion and as sumes t h e 
r ole of ha r monic background whi l e the vo ice moves 
i n smal l note va l u e s of declamatory cha r a cter . 
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The arioso opens i n a ccor dance wi t h t he key 
s i gnature in J? Ma jor and do es not modul at e unti l i t 
has entered t he 4 s ection . Ther e it moves quickl y 
to d minor and 0 l'v1ajor, onl y to end in Bb Ma jor . 
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The fairly r ap id harmony changes are used to denote 
the great need for help of which the text speaks. 
Another example of word-painting is the de-
scending chromatic progression on the words "grosser 
:Not 11 
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and the ascending line on 11 die Hand zur Hilfe reichen." 
die. 1-{,mDf u.cr' 11-il -ft rer·ctw"' 
The text is of unknovm authorship, free composed 
and probably fro rr1 a hymn. Due to the bad condition of 
the manuscript a whole series of words could not be 
read and had to be left out. 
0 Wunder grosser Lieb, 
••• nichts zu gleichen , 
Und •.• 
Weil mir auch Gottes Sohn aus Gottes Schosse wird 
In so grosser Not di e Hand zur Hilfe reichen. 
Chorus and Chorale: This number is marked 11Largo 11 
in the manus cript and returns to the seven opening in-
stru~ental measures from the firs t Bass aria, using 
them as an introduction to the chorus as wel l as a 
bridge to the chorale. The voice entrance, however, 
makes use of new imitat ive materi al. 
215 
• I 
.• _I fl • 
-• ft ... 
-
..., 
-
_.,_ 
1;1\"' .J _)o II __},olo""" -~ 
-
..... !1 • 
-
• 
I 
1 .. -
I 
,. 
• 
1\ ~ ... I lA • 
, 
~a_r ,. ,.. 
-
."'' l' ' 
Ill 
--
_W""" :::"''Il 
I 
I 
11u • 
., 
... 
ttl. ·~ _, I In u ,. a• ':" ... 
• "" :., 
I I .,.. TJ, , " . f" Jf!_ .. I _LT .~.~~ lA" A ell ..1, 
- • - _l_ -~ ~ 
"""""' 
"''T 
"fill -~· L ....... 
._, 
! """' -
.. 
2.le.h te.u-n~"' Je- SIN; h,· ... z.iel, t~ -re-r' Je -s~ l 
-
....., 
--. 
~llo , -., . 
lA ,IV" ..... ll , , 
- -
.J I 
~~· _, , 
z.i £,1, +~u-re..- Je-.s~-<.s ~e.....r e r" .h. - SuS 
I 
\Ill • _II_~ 
I 
'"'" .. 
, ... • ~ 
" 
r .. 
-
........ , 
-
..... 
~ieh +eu ~re-r _:) e - .H•} 
"' ·-
, 
~. ~ 
Lk r , ... 
" 
, 
..... 
"' 1 
2. ie-Lt -t e. .... • rt I"' 
I ~h ~ I ~ IIi J Ji) J1 
...... 
After t he first Violin has imitated the voice I or 
t wo beats , all instruments continue freely. 
This first i mitation sets the firs t line of 
text ; the second line introduce s new material having 
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prominent leaps of minor sixths and sevenths denot i ng 
the longing gl anc es which follow Jesus • 
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The third text line beeins in a homophonic man~er ; 
then it changes first to a short Ba s s solo and then 
to a short Alto- Tenor solo on lines 4 and 5. 
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Line 6 is set extensively in a h i ghly polyphonic 
manner vvi thout true i mitations, using the t wo mo-
tives introduced i n the s olo passages. The chroma-
tic progression of the Alto-Tenor solo appear s in 
alternating voices in both de scending and ascend-
i ng f orm . 
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The text is obviously t a ken from a hymn. 
Zieh , teurer Jesus , hin , 
Ich spah dir sehnlich nach, 
Wie deine Liebe mir will ••• Heil bereiten. 
Doch soll mein truber Geist 
Mit soviel Weh und Ach 
Als viel dir Scrunerzen droht so bittern Gang 
begleiten. 
J 
~ 'f 
_ .... 
The key is again g minor with a signature of 
one fl at. Modulations introduce Bb Major , Eb Major , 
c minor , and d minor . The metre is duple. 
The Chorale use s ver ses 7 and 8 of Johann Her-
mann's (1585-1611) hymn, "Herzliebster Jesus, was 
hast du verbrochen , 111 and the chorale melody of the 
name , by Johann Cruger (1598-1662 ). 2 same 
0 grosse Lieb , o Lieb ohn al l e Massen , 
Die dich gebracht auf di es e Marter-Strassen . 
Ich l ebte mit der Welt in Lust und Freuden , 
Und du musst leiden . 
0 gross er Konig, gross zu allen Zeit en, 
Wi e kann ich genugsam solche Treu ausbreiten? 
Kein 's Menschen Herz verma g es auszudenken 
Was di r zu schenken . 
The voices are treat ed homophonically while the 
instruments move in continuous eighth notes . 
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1 . Vollstandi~e Kirchen - und Hausmusik . Br eslau : 
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2 . Schatz des liturgis chen Chor und Gemeindegesanges , 
Vol. 2 . 
In both the chorus and the choral e occasional doubling 
t akes place betwe en the second Violin and Soprano , and 
the Viola and Alto. It occu..rs almost constantly be-
tween Bas s and Continuo . 
Fer i a 2 di Pas chatos : "Er ist aus der Angst. 11 
This cantata consists of only s i x numbers and is 
not divided into t wo parts as are the l arger ones . 
Aria Bass 47 measures 
Re citative Soprano 72 II Arioso Soprano 
Aria Bass 36 II 
Duet Alto 
-
Tenor (Aria ) 76 II 
Duet Alto - Tenor ( Arioso ) 45 II 
Chorus 71 II Chorale 
The overall tonality is C Ma jor ; the instruP~enta­
tion calls for t wo Oboes in addition to the usual 
strings . 
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Aria Bass : Standing in C lVJ.ajor this aria modulat es 
only to F Major and G Ma jor , while a minor and e minor 
are touched on in passing . The met re is C. 
An eight-meas~rre instrumental introduct ion pre-
sent s t h e t wo main a ccompaniment fi gurations . 
220 
,. 
.,.... ~ • ,. -
il"l .... 
-"' I; 
.... -
,. 
- - ,. 
!OIL ... 
--"'ll 
-) 
.t!J b__.f 
'f- ~ ~-" _:_ 
••• I 
.. -•-• ·~ • __.... ~ II'L"' ,.. 
1£ ~ 
' 
, 
••• 
, 
1'_ L• • • Q L !II 
-~-
- -
~ 
1.£ 
""' • ~ ... r • ~!"' 
"' -.n, ... _{_ ,.. 
--1 -
"" 
.,. DO 
-
I . ,. • 
"' ,. 
, ,. I _.__ Ill J 
/ . L _1_ I , 
""" 
""'- ..... 
0 
_I_ ._ I '"""-L 
' 
-
~ 
-
1 
-
,_ 
• • II 
-· .; 
__L ..... 
_I • • ., r t .. J.e' ... 
"' loo" 
~ 
n 
" " 1 .It -_!I!_ • 
-
• • -r . "" 
,. 
Ill<'! _I _I I ~ 
I '-V ~ ~ 
i ~ 
-
-
-, 
-
r _l_ !lilT 
' 
• r _1_ _r: • 
, 
.I 11"1. .J. ~ 
_I 
_l ~ ~ 
I 
I 
,.......-, 
• 
"" 
., 
• 
, 
• ,. . • • ll'l _.I. _- _r r _L 
_A. ~ 
"""" -
- "' --
_#_ ~ _, r • 
" .J.L __]"'" • _1_ _I ,. __.1: 
..n.. .., 
l 
} 
~ ~ • l l,l T _l ., 
• 
-
~ .._ { 
~ I T 
The ent ranc e of the Bas s begins wi t h the eighth 
note pat t ern of the first Violin but then cont inues 
fre ely, especial ly when entering f or t he s ec ond t i me 
wi th t he same material and t ext . The accompani ment 
duri ng the f i rst ent ranc e i s by the f ull orchest ra , 
during t he s econ d by a solo Ob oe and Cont inuo. 
A t hird entrance, a major second h i gher , with string 
acc ompani ment leads to the second 'part of t h e t ext 
and n ew mat eri al . I t is presented as an i mj_t ation 
b et ween the Oboes and t he Bass, 
• • • • 
"" • • 
T' !"' • /'"' 
lo.ooool """'-!. • 
-
---
l 
·-•• ' 
, 
• ' 
• 
" 
I • • • It 
_. 
':1:0 11: • .. I ':li- . 
'") 
} + 
-"'- I.JI- - - -/"\ ... • I" 
... -"' • J lJ . -w • I" 
- .... 
.... 1..1 T 
I 
1 
~e- "-«"•·•-- wet' <4ill Se.I•H~ L-e- Ite"'~ ~o;a-t ~e. ""'e""' 
/ 
........ 
.J :; 
-.,. 
J 
-
c: _j 
l 
221 
wi th the s t rings entering during the melisma on t h e 
word 11Li:!.nge 11 when the Oboes drop out • 
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A second setting of t h e s ame words i n a s l i ghtly 
varied rnani1er i s f ollowed by a s ix-mea sure inst ru-
mental coda ba sed on the s econd a cc ompaniment f i gu-
r a t ion . The ma in di fference between t hese l ast two 
passa ges l i e s i n t he l ength of the me l isma on t he 
word 11 Le.nge 11 wh i ch i s extend ed from t wo and a half 
, 
• 
t o f our measures and the use of both Ob oes and s t rings 
i n its a ccompaniment . 
The words are t aken fro m Isaie:l.h 53 , verse 8 . 
Er i s t aber aus ~~gst und Gericht gen ommen; wer 
will seines Lebens Lange ausreden? 
I n the ma nu s cr i pt a s light change i s made s o t hat t h e 
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beginning reads: 11Er ist aus der Angst ••• 11 
Word-painting is obvious in the already men-
tioned melisma on 11Lange n; it is also evident in 
the chromatic progressions on the word nAngst 11 and 
the descending motive of the second half of the 
text denoting the decline of life from youth to old 
age and death. 
Recitative and Arioso Soprano: These two sec-
tions are to follow each other without a break: in 
the manuscript the recitative ends with a fermata 
over a whole note c without a double bar; a change 
from 4 to 3 marks the opening of the arioso. Thema-4 4 
tically the t wo are unrelated; harmonically they are 
both in a minor . The recitative modulates to d mi-
nor, C Major, and G Major; the arioso to C Ma jor and 
G Major. 
The words of the recitative, as well as that of 
the arioso, are free composed and of unknovm origin. 
The legibility of the manuscript was poor and a num-
ber of words in the recitative had to be omitted. 
Recitative: Was wird dir, teurer Heiland, doch zum 
Lohn, 
Was Schlage, Sturm, ••• und ••• 
Von \Vund en, Christ, und Pein, die dich 
geangstigt haben, 
Ja, gar vor deinem Tod, und dass du bist 
begraben. 
Ist dies die Herrlichke it, die unaufhor-
lich wahrt, 
Die Kraft und Majestat, die man zu Zion 
kennet, 
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Und dass ••• durch dein Blut •.• dich ehrt, 
Saat, Kraft, Held, Friedefurst und ••• ewig 
nennet? 
Arioso: Der f tir alle Heil erworben, 
Der f ttr alle trug die Pein, 
Der f "t;r alle ist gestorben , 
lius s f Ur alle lebend sein 
Und aus seinem Grab erwachen , 
Urn den Tod zum Schlaf zu machen. 
In the recitative triadic progressions and leaps 
of major and minor sixths are the most noticeable fea-
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tures. The vocal line is syllabic except for one beat. 
The Continuo moves in whole notes until the last five 
measures, when half notes are introduced. Word-paint -
i n g i s very strongly present: the words 11 woundsu and 
11 p a in 11 are set to a.n au gmented fourth and a diminished 
seventh respectively; 
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the section pertaining to death and buria l utilizes 
a descending diatonic progression and stands in the 
low voice register; 
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power and ma jesty are expressed in an abrupt change t o 
the high register; 
and the move f rom minor to maj or during the last part 
of the text dealing with pr a ises of Jesus adds to the 
interpretation found in the Soprano line . 
The f i rst fo~rr lines of the arioso text are set 
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very interestingly: one uses t heme a , t wo uses theme b ; 
then one is rep eated using theme b; three uses theme a , 
and four uses an augmented variant of theme b . The 
overall form for the six lines of text, therefore, is: 
abbab 1 cd. 
The arioso opens with theme a in the Con-tJinuo ; the 
voic e adop t s and develop s it. 
l~ : I I · - I J. ~ 
..I_·,, ~.; , i ~r  
d. 
Theme b includes an extensive and chromatic melisma 
on the word 11Pein 11 which is not used in its second 
and third statements. 
$ J. \bl1 J· 'l:;m e1 I r Ck) 
Pei"'- - - - - - - - - -
The variant of theme b features a sequential setting 
of the word 11 alle. 11 
o.! - - - - - - - - - - I~ 
The final c and d are interpret ive passages , the 
first denoting burial and reawakening i n a des cend ing 
and ascending line respectively; 
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the second depicts the change of death into sleep by 
long and ti ed note values and an extensive melj_sma on 
the word 11 Sch l af . 11 
~ 
& ckJtJ J ;;II ;1 f I r r r I J r ltJ ; J I;. I <~· I J t" I 
S~l~f - - - - - - - - - '-"" - '-" - - -
Purl~".~ tr 
226 
Aria Bass : Standing in F Ma jor this aria does 
not modul ate. It has a time signat"Lrre of ~ and a 
very loose formal structure. The opening theme, 
stated in the Oboes, is taken up b:y the Bass , trans-
posed a sixth lower, and developed. 
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The final words of the text, "zu seiner Herrlichkeit 
eingehen , 11 are set in a melismatic manner , and this 
melodic line i s repeated by the Oboes as a coda . 
There are no strings used in this number • 
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The words are t aken from Luke 24 , verse 26 . 
Musste nicht Christus solches leiden und zu 
seiner Herrlichkeit eingehen? 
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Duet Alto and Tenor (Aria ): This is a tru e da 
capo aria in form , with a four- measure instrumental 
introduction , sol o obligati , and a middle section 
in which strings and Oboes are tacet . The key f or 
the who l e duet is C Ma jor; however , t he modul at ory 
scheme emphasizes major ( C a nd G) in the A section 
and minor (a and e ) in the B s ection . The metre re-
t ·urns to C. 
'.rhe text belongs agai n to the 11 madrigalianu 
type and could not b e tra c ed . 
Preis und Ruhm ewi g kann mi r Christ i Blut erwerben . 
Denn wo •.• und Kal berbl ut 
Schuld en kein Gen-u_ge tut, 
1 Muss der Priester selber s t erben. 
The instrwnental int rodu ct i on carries the basic 
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1. Lat er on in the manus cr i pt the word "Heiland" 
is used instead of the word 11Priester . 11 
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The whole A section consists of t he f i rst line of 
the text and breaks it i nto t wo sections: "Preis 
und Ruhm 11 and 11 kann mir Christi Blut erwerbenn 
with the word 11 ewig 11 as a somewhat independent me-
lisma between the t wo . Formally the two are ar-
ranged s o that each is set several times: aa bb aa 
bb with the repetition of each slightly varied. 
After the first voice entrance, which follows very 
closel y the lines of Oboe 1 and 2, a second entrance 
offers a different development of the s ame material 
without the orchestra. 
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The second ha l f of the line follows immediately, 
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accompanied by Oboe 1 and Violin 2 and Continu o. 
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A short tutti passage leads to the second state-
ment of the a theme, which drops its tutti a ccom:..; . 
pani ment when the rnelisma on the word 11 ewig 11 begins. 
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The second statement of the b material uses both the 
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Oboes and t h e Cont inuo and ha s a change of parts be-
t ween Alto and Tenor. 
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A r epet it i on of the i nstrument a l introduction l eads 
to t he middle s ection in which the voice s move part l y 
as a s olo and par tly a s a h omophonic du et. 
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Word-painting is clearly to be seen: the melis-
matic settings of ":Preis und Ruhm" are in keeping 
with Johann Ludwig 's characteristic pr a ctice con-
cerning the setting of such words; the melisma on the 
word "ewi g u is obvious in its connotat ion of eternity; 
the change from major to minor when the text changes 
from words of praise to words of death and sacrifice, 
as well as the dominance of descending lines in the mi -
nor sections, are also indicative of desire to follow 
the words and moods as closely as possible in the mu-
sical idiom. 
D~et Alto and Tenor (Arioso): There is no fonnal 
scheme to this number; ea ch line of text is treated 
a ccording to its mood and meaning and off ers different 
melodic pas sages . There is, however, one basic t h eme 
which is used several times and which seems to permeate 
the first verse of this duet. 
1, I 0 b" ·-1 cftM. £k\l'l-dU~ ~ooht;.J. I'>«J.r- .,t.,·e,J,te..., 1'\C.Io<VI .. , IAMOI f' r-·lrltA1. 
The words are from an unknovm poem and are related 
to the previous text. 
Kann •.• und Opfervieh den Sud em nicht mehr dienen, 
· Macht die Besprengung nicht von der Befleckung frei: 
Hier ist ein Blut den Hochsten zu vers uhnen, 
Vor dem der Vorhang reisst im Heiligtum entzwei. 
Es muss vor solcher Gab des Vaters Zorn 
verschwinden, 
Und war der Bossheit 1 ass auch noch so voll. 
Der Sohn tue selbst herein Erlosung zu erfinden, 
Die ewig wahren soll. 
Es hat sein bitter Leiden •.• 
••• nicht kommlich abgetan, 
Und dass ein Holl und Welt nicht ferner schaden 
kann , 
So nimmt er nun hinweg was Gott und mich will 
scheiden. 
Hier ist kein Sterben mehr, noch keine Todesnacht , 
Sein Auferstehen ••• herrlich Erben , 
Sein Grab hat meine Sund 
Zur Himmelstur gemacht . 
The voices divide the text among themselves thus: 
verse 1: line 1 - Tenor 
line 2 - Alto 
line 3 and 4 - both 
verse 2: line 1 - Tenor 
line 2 - Alto 
line 3 - Tenor 
line 4 - Alto 
verse 3: line 1 - Tenor 
line 2 - Tenor 
line 3 - Alto 
line 4 - Alto 
verse 4: line 1 - Alto 
line 2 - Tenor 
line 3 and 4 - both. 
The first verse modulates 
e minor to G Major; the second 
c Ma jor to a minor; the third 
from a minor through 
from G Major through 
from a minor through 
d minor to F Major; and the fourth from g minor 
through d minor and C Major to a minor. The metre 
is duple . 
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The extent of word-painting varies from verse to 
verse. In the first the tearing of the curta in is 
r endered effectively in thirty-second notes1 ; 
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in the second verse eternity is again i mplied by an 
extensive melisma ; 
Jc,,l £.d1!] m) !J. _ _JJ1D Jl~jr!j 
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a descending line in verse 3 shows the burden of 
bitter sorrow; 
so bif-4er- Le-t - -
1. A s i milar an alogy was used by Seba stian in 
the St. lVIatthew Passion: 
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chromat icism and diminished intervals depict death 
in verse 4; 
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and a rising melodic line shows the joy at heavenly 
inh eritance. 
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Chorus and Chorale: The chorus uses a single 
line of text; the rhyme scheme of the previous p oem 
does not seem to require it as its final line, and 
the chorale text is complete in itself . The origin 
of the s e words and its proper p l a ce within a certa in 
po em could not be discovered. The words read , a s f a r 
as could be deciph ered : 11 ••• 0pfer sonst s o treuen 
Nutzen geben." The l a st four words are the ones which 
carry the mai n part of this number . The mat er ial for 
the initi al words is t aken from the three- measure in-
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strumental introduction • 
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The second half of the text uses an i mitative motive 
with its firs t statement a ccompanied only by t he 
Continuo. 
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All followin g entrances are accompanied by the or-
chestra ; the second Violin double s the Soprano, t he 
Viola doubles the Alto , and the Continuo doubles 
the Bass . .~enever the Bass is t a cet the Continuo 
doubles the Tenor. 
A five-me a sure instrumental bridge passage, 
bas ed on the instrumenta l introduction to the initial 
Bass aria , leads to the chorale. 
The chorale uses the second and tenth verses of 
the choral e , "Jesu meine Zuversicht . 11 The author is 
not known; however, the hymnal gives as identifica-
tion : "Berlin, 1653. 111 
Jesu , der mein Heiland , lebt, 
Ich werd auch das Leben schauen , 
Sein , wo mein Erloser schwebt -
Warum sollte mir denn grauen? 
1. 11Das kleine Katechismus D. IV.Lartin Luthers , 11 
Berlin : Lettner-Verlag , no year , page 64-. 
Er ist der Gemeine Haupt 
Und sein Glied, wer and ihn glaubt. 1 
Nun dass ihr den Geist erhebt 
Von den Lusten dieser Erden, 
Und euch dem schon jetzt ergebt, 
Dem ihr beigeftigt wollt werden: 
Schickt das Herze da hinein, 
Wo ihr ewig wunscht zu sein. 
Th e setting of the text is, a s usual, homo-
phonic; the orchestra, except f or an occasional 
note, does not double the voices but moves in a 
f ree obligato line of primarily sixteenth notes. 
The four meas~rres of instrumental coda simply con-
tinue this pattern. 
There is no tempo i ndication for the chorus, 
but the chorale is marked ''Adagio." 
In the chorus and chorale, a s well as in all 
the other numbers employing full orchestra , Oboes 
and Violins double except in such places as obli-
gato solo. 
1. In the manuscr i pt only the first line of ea ch 
verse is given. As it stands, the rest is t aken 
from Christliches Gesangbuch, Gebruder v. Menoken, 
Basel, 1792. An alternate version for the last t wo 
lines of the first verse is f ound in "Das kleine 
Kat~chismus D. lViartin Luthers," .££• cit. 
~asset auch ein Haupt sein Glied, 
~elches es nicht na ch sich zieht? 
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Feria 2. di Paschatos: 11 Er machet und lebendig ." 
According to the manuscript parts this cant ata 
is divided into two parts consisting of the following 
numbers: 
Part I 
Part II 
- Chorus 
-
Recitative Soprano 
Aria Soprano 
Duet Alto - Tenor 
Arioso Bass 
Recitative Bass (leading 
into:) 
Chorus 
Chorale 
36 
27 
23 
37 
28 
25 
37 
measures 
!I 
" 
II 
II 
II 
" 
In the manuscript score the division into two parts 
is not made. 
The ba sic tonality is d minor, yet nowhere in 
the cantata is there any key sign a ture. 
Chorus: The words of this chorus are drawn from 
Hosea 6, verse 2. 
Er machet uns lebendig nach zwei Tagen; er wird 
uns am dritten Tage aufrichten, dass wir vor ihm 
leben werden. 
The time signature is C; the harmonic scheme calls for 
modul ations to C i.VIajor and F IfJa jor. 
Voices and instruments enter simultaneously with-
out any introductory measures. The first t wo measures 
are homophonic in character and present the opening 
words, "Er machet uns lebendig . 11 The s ame words are 
then treated polyphonically, introducing a thematic 
figuration in the inner voic es which is developed and 
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extended . At the s ame time the strings, in their 
a ccompaniment, present a melodic line which is la-
ter used in an instrument al codetta with the origi-
nal line of Violin 2 becoming the main melodic ele-
ment . There is never a ny doubling between voices 
and ins truments. 
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A final s t atement of the complete first half of the 
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text offers, a s imitative thematic material, a mo-
tive derived from the final phrase of the first 
polyphonic section. 
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"Er wirds uns am dritten Tage 11 opens a new imitation 
with related mater ials in the voices and a continua-
tion of the string figuration of the previous accom-
paniment. 
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trDass wir fur ihn leben werden 11 a llows the voices 
to move in pairs , i . e ., Soprano and Bass against Al-
to and Tenor . Beginning as a true imitat i on , 
• 
--
(, Ill "Ill., ..1 1 .1. .... ~ 
-lA ... ~ :... 
... 
-
~ ·" .. ;"' ... le ~ -be"' d~af3 w ir f".r - - - -
' ~!!!!!!!!!!!!!! 
f ... . .... .... 
1\: 11.111 
. , 111111 .... 
dqj?> wit" f.:;., 
'"'"' '"' 
,. -· 
- - - -
- \>e._. 
• 
"' • f l IJ . ~""• ~ 
... _........ ..,. 
v ..... 
-
., 1.1 
j, ~ , 
I"\ .,.. ,. • ... .... ..., ..., 1..1....1..1 Ill .. .,I 
r- ~ 
... 
-,-
the chorus changes , after a homophonic measure , i nto 
free polyphony using all previously introduced rna-
terial s . 
There is no t rue word- painting in this chorus . 
The melismatic passages seem to exist for the s ake 
of the musi cal line and t exture rather than for ex-
pressive purposes . Considering J ohann Ludwig ' s usual 
policy of setting words of direction , i . e. , i ndicating 
upward or downward movement , to appropriate ascending 
or descending lines , we find a complete reversal : the 
word "auf ri chten" is set to a descending pas sage , and 
the newly awakened life is not , as woul d be expected , 
treated with exulting ascending mel ismas but r ather 
with descending or neutra l ones . 
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Recitative Soprano : This recitative is of an 
arioso nature. It begins in a declrunatory style 
and shows clearly the meaning of each word . 
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The low r egister is u sed to discuss the burying of 
· the soul and the holding down of it by the weight 
of the earth. 
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idt a·"cr J ic -~e 11cxJ.,, K'ltil-l Hei14t~ J 1 hier benre~.beVJ , ,e . elr~c.kd vo11 clev £role Let~( 
A downward s kip of a diminished fifth shows the weak-
ness of the flesh; 
des Fleischt'.S Sc.I,...,AcJ, -heif 
a downward leap of an octave opens the door to the 
tomb. 
A sequential passage in both voice and Continuo de-
notes the act of following ; 
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and an a scending run covering a minor s eventh de-
p icts f light. 
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The recitative op ens in F Major but q_uickly 
move s to d minor, the key in which it ends. Bb IVla-
jor and g minor are t h e oth er keys to which it mod-
ula tes. The metre is, as usual, duple, C. 
The text is f ree comp osed and of unknown or i gin; 
the correct meaning of several words is doubtful, due 
to difficulties in reading t he manuscript. 
Du hast gefugt, du hast da s Haupt erhoben, 
Na chdem du aus dem Grab (?) am Weg gebunden hast. 
Ich aber liege noch, mein Heiland , hier begraben, 
Gedruck et von der Er de Last. 
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Die Welt und Eitelkeit reicht mir den Sterbekittel, 
Durch Fleis ches Schwachheit wird dem Geist das 
Siechbett zubereit 1 , 
Der Stmd Begier stosst mir voraus des Grabes Ture. 
Auf, Wegg enossen, f olgt i hm in Ewi gkeitt 
Schau, Seele , s ieh, was dir bestimmet, 
Erspei, was solcher ••• Spruch, 
Entfliehe des Gestz es Fluch 
Und halte dich an den, der s olche s auf sich nirnmet. 
Aria Soprano: In the manuscript this n~unber is 
marked 11Aria, Largo assai 11 ; it is accompanied by the 
Continuo only. Formally it divides into two sec-
tions: one in 1 and one in~· The first be gins in 
F Major and modulates to C Major; the second begins 
in C Ma jor and returns to F Major with a passing 
modulation to Bb Ma jor and g minor. 
The text consists of a stanza of unlmmnm origin. 
Soll ich vor dir, Herr, dort ewig •.. leben, 
Musst du nur fiir neue Kraft und Leben geben; 
Thhchst du mich lebendig , wollest mich erweoken, 
So kann mich kein todlich Gefahrnis me:b..r sohrecken. 
The first two lines are used in the 4 section· 4 ' 
the Soprano line is primarily expressive in nature 
with melismas on the words 11 leben 11 
' 
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and 11 schrec1cen. 11 
Sehrek ke~ 
The Continuo ha s a rhythmic pattern of its own, which 
245 
is rep eated unchanged t~~oughout this section. 
In the ~ section the vo i c e and Continuo engage in 
a dialogue which is rhythmically an imitation but 
not strict in interval relationship . 
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The des cending line in the Soprano, describing the 
deathly perils which will no longer fri ghten the 
soul , is set against an ascending Continuo part. 
to indicate moods end emotions : expressions of joy 
..I 
and strength a scend; expressions of sorrow and death 
descend. 
Duet Alto and Tenor: The formal scheme of this 
duet follows the structure of the text, changing in 
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thematic mat erial and mood whenever the t ext i mpl ies 
a change . Taken from Romans 6 , verse 4 , the words 
are arranged to form four basic di vis i ons : l ) "So 
s i nd wir jal mit ihm begraben durch die Taufe in den 
Tod , 11 2 ) "auf dass , gl e i chwie Christus i s t auf erwecket 
von den Toten2 , 11 3) 11 durch die Herrlichkeit des Vat ers , " 
and 4 ) 11 also sollen auch wir i n einem n euen Leben wan-
deln . " 
in 
in 
A t hree- measure homophoni c inst rumental passage , 
~ ' precedes the set ting of the f i rst line of t ext , 
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1. I n t he manus cript the word "nun" is used i n-
s t ead of the word 11 j a . " 
2 . 1'he wor ds trvon dem Tode 11 are us ed in the manu-
s cript . 
On the last word , nTod , 11 the strings ent er aga i n and 
repeat the ~ section . The se cond line of text is set 
t o related material and changes to! · 
I 
, , . I ~ 
'\. '" 
... ... 
""' 
• • 
-
,. 
'"" • 
..I. 
~ , c:u.cf ~ ¢(' - (J~"' "1 ~~ 5lt'ic.h o1,drL ck,.o'.s~u~ l.s+ 
, ,, I'Ooi:! .... 
fl.. ... ., ""' ,. ... 
., ~ • • lA 
--
• • 
.... .., .., 
• 
"' 
.., 
-
...:~ 
(M.<f olD1f3 3 leo'~ ..., ;.t. Clofi'S~L1S i.s~ a...f - er - .s-1-aw-..le~~o "o"' ole"' 
.J 
'"' • "'_ _... ... r 
"' 
I~ 
"' 
f 
"' 
-
,._ ~ .., ,. 
• 
The ~ s ection appears for t h e thir d time to l ead to 
another ! s ection for the t hird line of t ext . Agai n 
the thematic material is different but related . The 
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The f inal line of text i s approached throu gh a t wo-
measure i nst rument a l bridge, t h i s time , however, 
not in ~ but continuing t he a ccoopani ment of line 3. 
Th e entrance of t he voices u s es a very florid theme 
in i mitation, which devel ops i nt o an extensive me-
lisma on t h e wor d "wandeln. 11 The orches t ra is tacet • 
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Th e strings return at the end of t h i s s ettin g with a 
s hort pas sage ba sed on the voca l material. The f inal 
sta t ement of the l ast text l i ne is h omophonic in t h e 
voi c es with a t wice r epeat ed strin g phrase i n t he 
background . There i s no i nst nm1ent a l c oda . 
At t he opening of t h is duet we find in the manu-
s cript of the s core a natural sign on the t hird line 
i n the key s ignat ure and a dynamic i ndication o~ 
11p i ano e s t a cc at o" i n the Cont i nuo and 11 s t a ccato, 
p i ano 11 i n t he strings . The t onality i s C lVla j or with 
modul at ions to c mi nor and G Major . 
Word- pai nting i s obvious i n the desc endi ng passage s 
of t he f i rst t ext l ine setting , the change to mi nor a t 
the end of line 2 , the melismas on the words 11Herr-
lichke it11 and 11wandeln , " and ascending movement of 
the final measures. 
Arioso Bass : In t_his number both voice and Con-
tinuo share equally in the i mitative development of 
the thematic material . I t is first presented by the 
Continuo and answered literally but shortened by the 
Bass . 
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The repea ted statement in the Continuo , a fourt h 
lower , is then an~wered by the voic e in its origi nal 
form . Both Bass and Continuo continue in a dialogue 
f a shion . 
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vVhen the text demands a descriptive voc a l line , the 
Continuo reta ins the t hemati c pattern while the Bass 
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adopt s a free moving line. 
After the final statement of the text, the strings 
enter to present a s even- measure coda based on the 
i nitial thematic materia l . 
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·Nord- painting in the first section of the arioso 
is' kept to a minimum . The descending octave leap on 
the word 11 ertranket , 11 to si gnify the submergence into 
baptisma l waters , is about the only true example here . 
In the s econd section, however , a downward moving me-
lisma on the word 11 gesenketrr 
ae -- SeVI - ~el: 
and a rising one on the word 11 Leben" 
Le - - - - - - - - - - - - beV\ 
serve the expression of two contrasting sentiments. 
The tonality of a minor is in keeping with the som-
ber chara cter of the text; the modulations to C Ma-
jor , G :Maj or, and D lVIa jor, however, occur in places 
which seem to demand a minor key, since they dea l 
with death and sinfulness. 
The words read a s follows : 
Geerbte Schuld i s t in der Tauf ' ertraru{et 
Und Christi Huld hat in das Grab gesenket 
vYo f·ur der Sand zum Lohn gebi.i.hrt. 
£5i ch hat sein Grab zum Leben eingefuhrt. 
The change from a purely musical setting to a des-
criptive one t akes place at the beginnine of the 
second line. The metre is duple , C. 
Recitative Bass: Beginning in F Ma jor t his reci-
tative moves through d minor, C Ma jor, and g minor, 
only to end in d minor and have t his key established 
firmly by a five-measlrre instrumental passage which 
leads directly into the final chorus . The metre for 
recitat ive and chorus is !· 
The words come from another ulli{nown source. 
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Mein Heiland, nimm den Daru{ fur solche teuren Gaben 
Und vor dem Uebermass, womit du mich gel iebt, 
vveil meine Missetat mit dir be graben 
Und mir dein Tod nun neues Leben gibt. 
So hilf, dass ich noch heut von Sunden auferstehe, 
Und ich dem Grab der Welt entgehe, 
Dass mich kein eitler Wahn ferner mehr beri..ihr, 
Und deine Siegesfahn mich einst gen Himmel ftihr. 
The text of the chorus and chorale is related in s p i-
rit to the last verse of the recitative. 
Hilf, dass ich mit diesem Morgen 
Geistlich auferstehen mag 
Und f "l.i.r meine Seele sorgen 
Dass, walill nun dein grosser Tag 
Uns erscheint, und dein Gericht, 
Ich dafur erschrecke nicht. 
· The author of this verse is Heinrich Albert (1604-
1688 ); it is found a s verse 4 in the chorale, "Gott 
des Himmels und der Erden."l 
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The recitative is declamatory in style yet ret a ins 
the usual descriptive character. The first verse and 
the firs t t wo lines of the second are set in a strict-
ly syllabic manner with long notes in the Continuo. 
Descending lines on the passage dealing vvi th death 
and burial and ascending lines on those pertaining to 
resurrection and escape from death are followine the 
1. Chora lbuch zun1 h~uslichen Gebrauch. August 
Haupt, Editor, Berlin : Schlesinger, 1894. Schatz, 
Vol. 3. 
established pattern. During the last section, using 
the third and fourth line of verse 2, a rhyt~~ic imi -
t a tion between voice and Continuo t akes p l a ce, the 
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pattern being reta ined by the instruments even after 
the Bass has shifted to another one which is a deriva-
tive of the f irs t. The instrv~ental bridge pas sage to 
t he chorus has no thematic relationship to the recita-
tive . 
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The chorus t ake s its theme f r·om t he opening chorus 
of the cantata , except for the instrurnental section 
between recitative and chorus which uses the same 
mat eri al. The origina l set t ing of the opening cho-
rus i s rep eated for t welve measures; a free t hir-
t eenth measu~e is added to insure a proper closing 
cadence. The slight rhythmic changes (i.e., l engthen-
ing or shortening of a final note within a phrase ) 
'Nhich were made to a ccommodate the different text 
are insignificant. 
The chorale is a homophonic setting of the 
same chorale verse but uses the proper melody com-
posed by Johann Cruger (1598-1662 ).1 The only 
change made in the manuscript is the use of a d '' 
instead of a c' 1 on the fourth beat of the first 
measure . 
The instruments continue the pattern set dur-
ing t h e chorus and do not d ouble the voices except 
for the Continuo, which has the s ame note as the 
Bass on each beat but moves freely between beats. 
Dominica Quasimod ogenity: 11 Wie lieblich sind auf 
den Bergen" 
This is another cant ata without a division into 
t wo p arts . The overall tonality is d minor. 
Chorus (no Soprano ) 49 measures 
Recitat ive Soprano 20 II 
Ari a Soprano 60 II 
Arioso Bass 15 II 
H.eci t a-t;i ve 'l1enor without break 4 " Ario s o Bass 47 II 
Arla Alto 28 II 
Recitative Alto 17 II 
Chorus 25 II 
Chorale 42 II 
1. cf., Schatz , Vol . 3 . 
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